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CHAPTER I 
THE PROBLEM AND DEFINITIONS OF TERMS USED 
Employers agree that far too many commercial art students. 
are graduated without learning how to prepare art work 
properly for reproduction. To offset this weakness, and to 
realize the student's potential worth,_ an employer must 
devote considerable extra time and expense to training him 
on the job. Too often this becomes a fruitless task, and 
results in the discouragement and failure of the graduate. 
Employers feel that this problem is the responsibility of 
the commercial art school. The various art schools, to 
their credit, are beginning to make· their training program 
more realistic and practicil. 
I. THE PROBLEM 
statement of ~ problem. It was the purpose of this 
study (l) to produce a series of 2" x 2" slides to be used 
as a teaching aid in showing commercial art students how to 
prepare art work for reproduction; (2) to determine, by 
means of a questionnaire to art schools and employers of 
commercial artists, the essential knowledges and skills to 
be emphasized by the slides series; and (3) to s·how, by the 
same means, that competence in preparing art work for 
reproduction will greatly improve the student's chances of 
1 
, 
obtaining permanent employment after graduation. 
Importance of ~ study. We expect to show that 
commercial art students who have recently been graduated, 
lack competence in preparing art work for reproduction. 
Commercial art schools, and especially the employers of 
commercial artists, are very much .concerned about this fact •. 
Our study was not concerned with determining responsibility 
for this problem. We were concerned with the production of 
a practical, realistic, and useful teaching aid which could 
provide concrete teaching assistance in one specific area. 
We consider it to be a pilot study, designed as an effort 
to provide a commercial art training improvement. 
Questionnaire results, supported by opinions obtained 
from interviews and consultations, indicate that a serious 
and widespread problem exists in this area, and that a 
teaching aid of the type we have produced would serve the 
best interests of commercial art students. 
Delimiting ~ problem. It was decided, according to 
the results of the questionnaire and the opinions expressed .. 
in interviews and consultations, (1) to show, by means of 
2" x 2" slides, (using color or black and white wherever it 
. 1 seemed appropriate) the nature and use of the Craftint 
Process, and the natnre and use of the Bourges Process in 
preparing ~rt work for reproduction; and (2) to prepare a 
written exposition for each slide series that would reflect 
the practical considerations expressed in the questionnaire 
2 
and in the interviews and consultations~ 
II. DEFINITIONS OF TERMS USED 
The Cra£tint Process. This consists of a series of 
special papers designed to give the artist a variety of 
tones and patterns, and to insure they will reproduce by 
means of line-etching. The tones and patterns are invisible 
until the paper is treated with chemicals. When this is 
done, the various tones and patterns appear black. The 
tones and patterns are achieved with lines, dots, and 
combinations of the smme. There are no continuous tones 
in these papers such as appear in wash drawings or photo-
graphs. All lines, dots, and the various patterns formed 
by them, are separated by the amounts of white space necessary 
to insure their reproduction by line-etching. All of the 
Craftint Process papers contain either a light and a dark 
tone, or both. The chemicals, applied with a brush, are 
two in number. One is designed to bring up the light tone, 
and one other is designed to bring up the dark tone. Black 
ink is used to add special effects and solid areas. White 
spaces and highlights may be secured by simply leaving the 
desired areas untouched. 
The Craftint Process is widely used for black and white 
and color effects. The artist can work fast, be assured 
of a variety of tones and patterns, and be certain that his 
work will be reproduced cheaply and effectively. Examples 
of the Craftint Process materials are given on the following 
pages. 
3 
l -
No. 1 
No. 1 The Craftint Doubl etone Paper 
With Both Tones Developed 
------"='--
No. 2 
No. 2 Multicolor Craftint aper 
With Both Tones Developed 
l 
' 
f. 
The Bourges Process. This process is based upon the 
use · of thin vinylite plas tic sheets. They are used in a 
series of grays, and in a full range of color tints which 
correspond to standardized printing ink colors. The sheets 
are transparent, and are not imprinted in any way with 
patterns of any sort. They can be shaded, scraped, sketched 
on, treated with liquid colors for special effects, corrected 
for mistakes, and have a wide use in preparing working 
drawings for reproduction. Some can be adhered to the 
drawing by rubbing, and others are to be used as overlays in 
ind.icating' ~~reas and kinds of colors to be applied to working 
drB.wings . Commercial art studios have accepted them as the 
basis for standard practice in preparing art work for 
reproduction. Schools of conwercial art are now considering 
cou~ses based on the use of the Bourges Process . 
Exrunples of the Bourges Process material s are given on 
the following pages. 
5 
100% 
I 
100% 
7o% 
o. 3 
No. 3 The Solotone Materials 
Top Row: The Solotone Gray Sheets 
Bottom Row: The Solotone White Sheets 
Percentages Refer to the Tint 
Strengths of the Sheets 
lo% 
I 
100% 
lOo% 
30% 
o. 4 
o. 4 The Colotone Sheets 
Top Row: The Colotone oster B ue Sheets 
Bottom Row: The Colotone Process Blue Sheets 
Percentages Refer to the Tint 
Strengths of the Sheets 
7 
lo% 
lo% 
L 
----A B a 
No. 5 
No. 5 The Transopaque Red Orange, 
Adhesive, and Kleer Base Plastic Sheets 
A. The Transopaque Red Orange Sheet 
This sheet photographs black and is 
used for line separation overlays. 
B. The Adhesive Sheet 
This sheet is available in all 
colors and tint strengths. It has 
an adhesive backing, can be adhered 
to any surface, and is used for lay-
outs and presentations. 
c. The Kleer Base Plastic Sheet 
This is used when small amounts of 
color are required for overlays. 
Color may be applied with Colotone 
Pencils, or in liquid form with pens, 
brushes, or airbrush. 
8 
Preparin5. Creating original pieces of art for 
commercial purposes, and in the process using the modern 
techniques of preparing art work for reproduction which our 
study will treat. 
Using these modern techniques to prepare any art work 
for reproduction which comes to the artist for this purpose. 
This may involve correcting flaws, marking the proper sizes 
for reduction or enlargement, proper marking for areas for 
placement of matching plates, and other routine chores 
designed to insure the most effective and economical 
reproduction of the work by the most appropriate means. 
Art Work. Original sketches of all types created by the 
artist. Sketches of all types which come to the artist for 
processing, and to be prepared for reproduction ·by the 
modern techniques which this study will treat. 
Reproduction. Those methods of mass reproduction of 
individual pieces of art work which are basic in the printing 
industry, and which represent the means of visual mass 
communication, excluding television, now in the widest use 
among advertisers and publishers. The study will define 
these processes, list their chief advantages and disadvantages, 
and provide a glossary of terms. 
III. ORGANIZATION OF THE REMAINDER OF THE THESIS 
Chapter II is devoted to a study of modern reproduction 
processes. It further defines and describes some terms 
used in this Chapter, and prepares the reader for the 
9 
10 
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subsequent chapters by giving a practical survey of repro-
duction problems. 
Chapter III describes our research procedure and the 
sources of data. A report on interviews and consultations 
makes up Chapter IV. The questionnaire results and a treat-
ment of that data is presented in Chapter V. Chapter VI 
desc~ibes the Bourges Process more fully, and contains a 
coded listing of the Bourges Slide Series. A print of each 
slide is attached above the written report describing it, 
and this written report as it proceeds constitutes an 
exposition of the Bourges Process which can be used as .a teach-:-
ing manual. ~or this reason, the Bourges Slide Seri~s has 
been divided into sections of not more than twenty slides 
each. This has been done so that a teacher using the slides 
can present a complete section in any given class period. 
Chapter VII, following the same format as Chapter VI, 
--
contains a written report on the Craftint Process as portrayed 
in the Craftint Slide Series. 
Chapter VIII summarizes the study in broad terms, and 
offers suggestions for further study. 
IV. SUMMARY 
Importance of the study. Our research has indicated 
that commercial art students who have recently been graduated 
lack competence in preparing art work for reproduction. 
Commercial art schools and employers of commercial 
artists are very much concerned about this fact. Our 
study was not concerned with determining responsibility for 
this problem. It was concerned only with the production of 
a practical, realistic, and usefuL teaching aid which could 
provide concrete teaching assistance in one specific area 
of study. We consider it to be a pilot study designed as an 
effort to provide a commercial art training improvement . 
We hope that a slide series of the type v1e have produced 
may offer one means of eliminating the excessive time lag 
which now exists between the completion of commercial art 
training and the successful application of that training. 
The teaching aid, therefore, is aimed at relieving an 
important vocational problem, and is intended to serve the 
best interests of co~mercial art students. 
Career opportunities in commercial art are directly 
linked to the printing industry a s a whole, the advertising 
agencies, and the commercial publishers . Dunton reports 
that: 
Since World War II there has been a steady increase 
in employment in the printing industry and the outlook, 
for career opportunities in the future, is very bright.l/ 
He f urther points out that: 
It is probable that the production of graphic arts 
products may have reached a value of more than five 
billions of doll~s, or an increase of about 139 per 
cent over 1939.21 
1/ Dr. E. Burnham Dunton, Career Opportunities in the 
Printing Industry, American Type Founders, Elizabeth, N.J., 
1950, P. 9. 
2/ Ibid., P. 15. 
11 
In answer to the question of getting a job in the 
graphic arts industry, Dunton states that: 
The 1947 Census of Manufacturers shows that 28,986 
graphic arts establishments employed 715,450 workers. 
A shortage o'f trained workers exists at this time and 
there is ample evidence that the demands for w7arkers will exceed the supply for at least a decade.l 
Crichton, in referring to the volume of business done 
by advertising agencies, reports that: 
In 1953, 57 agencies billed individually more than 
$10,000,000 during the year. In tot al, they billed 
$1,979,000,000 which compares with $1,758,000~l000 
billed by the s ame 57 giant a gencies in 1952._ 
Such facts as these are only a hi nt of the scope of the 
graphic arts industry, the advertising business, and publish-
ing in general. Art schools, in view of these facts, are 
becoming more sharply aware tha t their students must receive 
practical training in preparing art work for reproduction. 
Although the replies to the questionnaire are conf ident-
ial, we ar e pe rmitted to quote part of a letter from The Art 
Center School of Los Angeles, California, one of America's 
finest art schools, now in its twenty-second year. Mr. E. A. 
Adams , the Director, writes that: 
. 
Inasmuch as the school is deeply concerned with the 
preparation of art for reproduction, it is taught 
throughout all four years. We would indeed be interested 
1,/ Ibid., P. 39. 
2/ John Crichton, Advertisigg Age, Chicago, Illinois, 
March 1 , 1 954, Vol. 25, P. 1. 
12 
~I 
in visual material. As you know, there is a dearth 
of material in these fields. 
Mr. Adruns feel as we do concerning the lack of visual 
material. Replies from letters to a comprehensive list of 
ninety-three producers of audio-visual aids revealed no 
il teaching aids treating the subject of preparing art work for 
i' 
•i reproduction. 
i: 
- ;i 
II 
l) 
:I 
1' 
I' 
13 
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CHAPTER II 
REPRODUCTION PROCESSES 
Students of commercial art should understand the 
' processes used in reproducing art work. · Large amounts of 
technical literatu~e are available describing the various 
printing methods. The basic processes will be described 
here, and the most important definitions of terms will be 
illustrated by photographs and diagrams~ The relationship 
between the printing in4ustry and the work of a commercial 
artist will be presented in broad terms. 
Offset lithography~ The basic principle of printing 
by offset lithography is that grease and water do not mix. 
In the earliest application of this principle the ar,tist 
used a lithographic grease crayon to draw directly on a 
polished slab of limestone. This stone was sponged with a 
water solution, inked with a roller, and then received a 
I 
sheet of paper on which pressure was applied. The areas that 
were moistened with water did not receive the ink because 
printing inks contain grease. The ink, therefore, adhered 
to the parts of the stone surface containing the drawing, 
and only those parts. It is important to understand that a 
flat plane printing plate was thus made, and that it depended 
on the grease and water principle for selecting those parts 
of the plate that would receive the ink. 
14 
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Modern methods have brought many changes in the original 
process, and as Latimer points out: 
Today a thin sheet of metal (zinc or aluminum) is 
used instead of the stone, and photographic methods 
of plate-making have replaced the hand work on the 
stone. A "key-line 11 layout with repro proofs of type 
and all line work positioned and in scale (same as for 
making a line photo-engraving) is photographed in 
desired size. Halftone negatives of any photos or 
art work ar.7e pasted in position on this keyline negative.l 
There are two kinds of litho press plates which are 
serving the trade today. One is the albumin type of plate. 
This is prepared by coating the sheet of metal with a light-
sensitive solution held by an albumin binder. When the 
negatives of all units to be photographed are placed in 
position on the sheet of metal, an arc lamp exposure is 
made. The light passes through the clear portions of the 
negatives (type, lines, halftone dots) and hardens the parts 
of the plate coating it reaches. The parts of the plate 
coating not touched by light remain water soluble, and are 
washed off when the plate is prepared for use. The parts 
which received the light form the images to be printed. 
They have become fixed, or hardened, by chemical action, and 
are ready to receive ink for printing. 
The second type of plate is the deep-etch plate. This 
is made from the positives (film or glass) to get a protective 
1/ H. c. Latimer, "Lithography's Place in Printing 
Production," National Lithographers Association, New York, 
1946, P. 4. 
15 
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mat over the non-printing areas. In this process, the 
?PPOBite of the albumin procedure occurs. The areas that 
will not print are temporarily hardened, and the images 
are washed off. The plate is, therefore, exposed or laid 
bare in those areas remaining after the images are washed 
off. Acid is used to etch these areas slightly, and they 
are developed.with base and greasy ink. The protective 
coating whiCh surrounds the image areas is then removed, 
and the plate is ready for use. 
The principle that water and oil do not mix is again 
employed in printing from offset plates. As·in all printing 
processes, ink must be applied to the surface which contains 
the images to be reproduced. In order that the images on 
the offset plates will receive the ink exclusively, and not 
be smeared by other parts of the plate, a source of moisture 
must be provided that is adequate and continuous. The images 
on the plate will thus resist the water and receive the ink; 
the blank areas of the plate will hold the moisture, and 
thus resist smearing by re·jecting the ink. 
Offset lithographic presses are all rotary and the 
thin zinc or aluminum plates are easily attached. Modern 
lithography dates from 1904-05, when a rubber covered 
cylinder·~as used to transfer the ink from the plate to the 
paper. As Latimer states: 
The resilient rubber covering of the offset cylinder 
was to permit the use of various types of rough-surfaced 
paper for illustrated books and advertising literature 
16 
with fine halftones and color work. With any type of 
paper, the adjustment of the press (makeready)~ 1 preparatory to starting was held to.a minimum.l! 
The diagram on the following page shows the operating 
profile common.to all modern offset lithography printing 
presses. 
lf H. c. Latimer, "The Story of Lithography," Think 
Magazine, September, 1950, Vol. IX, P. 23. 
17 
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I 
! 
Offset press principle: Plate cylinder is al-
ternately damped and inked. Water repels ink 
from nonprinting areas. Printing areas accept 
ink. The inked plate cylinder places image an 
rubber coated offset cylinder, which transfers 
image to paper on the impression cylinder. 
DEliVERY CYLINDER 
No. 1 
PRINTED SHEETS 
No~ 1 Offset Press Principle 
H. c. Latimer, Eighth Graphic 
Arts Production Yearbook, 
(New York: Colton Press, Inc., 
1948) P. 328 
18 
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The commercial artist must be able to prepare copy for 
offset printing. Latimer points out that about thirty-five 
per cent of commercial printing is done by offset lithography, 
d u . 1/ and that the pro uct volume now exceeds ~p500,ooo,ooo.oo.-
This means that the artist can expect to prepare at least a 
third, and possibly more, of his work for offset reproduction. 
There are literally dozens of v>~ays to achieve economies in 
preparing art work for offset. These are connected 11ith color 
separating, the various types of halftones, silhouettes, vig-
nettes, drop-out halftones, combination line and halftone 
illustrations, and various ways of presenting art work to the 
printers. 
The whole development of modern techniques in preparing 
art work for reproduction is centered around the need to 
reduce costs, and to achieve better effects with less time. 
A typical paste-up of art vvork and copy for offset lithography 
is shown in the follo-vring inserts: 
1/ H. c. Latimer "The Story of Lithography," Think 
Magazine, September, 1950, Vol. IX, P. 24. 
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Ready to Assemble 
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No .. 3 
Art Worl{ and Photos Assembled 
f or a ne-Shot Negative 
No . 2 and 3 
Preparing Art Work 
For Offset Lithography 
H. c. Latimer, "American 
Artist, 11 October, 1952. 
Vol. X, P. 42. 
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Letterpress. S owbiran gives the follmd.ng description 
of this type of printing: 
In Relief or RAISED SURFACE printing the design on 
tne. metal, zinc or . copper, is in a higher plane than··1 
the surrounding surface. This is accomplished by 
etching with acid. The design area being protected by 
acid resist is unaffected. In printing, the inking 
roller touches only the parts which are in relief and 
the printed impression is made when the paper passes 
between the raised surface and the impression cylinder. 
A photo-engraved plate·is a photo mechanical process of 
making printing plates, the surface of which is in 
relief for letterpress printing.!/ 
The offset printing plate which we have described, is 
also produced by photo-mechanical means. It should be 
emphasized again, hol'tever, that in the offset plate the 
printing s~rface is ill the ~ plane as the image to be 
reproduced. The term Planographic is a standard one in the 
trade, and applies to the offset plate. 
In the letterpress plate, the unprotected parts ~re 
" deep etched and become lo'\'ler than the protected parts. These ;· 
protected parts constitute the image to be reproduc~d, and, 
therefore, become the printing surface of the plate. 
Letterpress plates consist of line-etching~ and halftones, 
~ 
and with the exception of special plates used by newspapers, 
:, 
these plates are the basis of all commercial printing by this ,; 
method. 
Typical line-etchings are shown on the following page. 
1/ Julien J. Sowbiran, ~ ~ and·Technique of Photo 
Engraving, (New York: Horan Engraving-no., Inc., 1932), 
P. 56. • 
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i Figure - Modern broad-point drawing made with a heavy ball-
i pointed pen, Engaving: This is reproduced by a zinc line engraving. 
No. 4 
Figure - Special films were applied directly to the line drawing. 
Engraving: This is reproduced by regular line engraving on zinc plate. 
No. 5 
No. 4 and 5 
Line Reproductions 
Eighth Graphic Arts 
Production YearbOOk; 
(New York: Colton Press, 
Inc., 1948), P. 87 
The first step in making a line-etching, as with the 
making of any plate by modern photoengraving methods, consists: 
of making a negative of the subject to be reproduced. Sheet 
,! 
zinc, highly polished, and of a standard sixteen gauge thick-<~ 
' ' ' 
ness, is coated with an albUmin, or cold enamel sensitizer, 
olaced in a whirler and dried with heat. The photo~raphic 
. . 
negative is adhered to a piece of' heavy, polished glass. The 
negative side of this glass flat is now placed in direct 
. I 
contact with the sensitized surface of th~ sheet zinc, and 
both are tightly locked in a vacuum frame. The purpose of 
the vacuum is to provide the pressure necessary fo~ perfect 
contact between the negative and the plate surface .. 
When the zinc plate and the negat~ve are locked up, an 
exposure is made by powerful arc lamps. The exposed zinc 
plate will retain.the image because the parts touched by the 
light will harden. This means that when the pla~e is washed 
under running water, the image will not dissolve. All other 
areas wash clean, and are ready for. the etching acids. 
Nitric acid is used to etch zinc plates, and four repea~s of 
., 
this acid are usually sufficient to obtain proper depth. 
1 
The plate is cleaned, imperfections are removed, and it is 
mounted on.blocking ~ ~ o that it will be the same height 
as type---.918 of an inch. 
Sowbiran recommenda that: 
23 
If the subject to be reproduced is in lines or solid 
areas, such as a pen and ink drawing, a print from a 
wood engraving, a type page or anything printed on a 
typograph~c press, the line-etching process should 
be used • .!/ 
Halftones. The second basic plate used in letterpress 
printing is the halftone. According to Sowbiran's 
description: 
A halftone is just as the name implies, a plate 
containing different tones· of black. The printing 
surface of a halftone is a series of minute dots, and 
the size of that dot determines the amount of ink to be 
carried, thereby producing the varying shades of black. 
The dot is put on the negative by photographing through 
a halftone screen which is placed in the cameri behind 
the lens but in front of the negative holder.2 
The illustrations on the following page show examples 
of halftones contrasted with line-etching reproductions. 
1./ Sowbiran, ~· cit., P. 6. 
gj Ibid., P. 8. 
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No. 6 Line-etching and Halftone Effects. 
Eighth Graphic Arts Production 
Yearbook, {New York: Colton 
Press, Inc., 1948}, P. 84. 
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A highly polished sheet of copper, of a standard 
sixteen gauge thickness, is used for making halftone plates. 
The plate is exposed and etched by the same steps used in 
making the line-etching. Iron perchloride, however, is used 
to produce the deep etch in this case. 
Because pf the importance of this type of plate, it is 
worth describing in same detail. The device that makes a 
.·halftone plate possible is the halftone screen. This 
'consists of two pieces of perfect optical glass placed 
together so that the lines are at right angles to each other, 
and tightly bound at the edges. The lines referred to are 
• 1! ruled on the glass wl th a special tool described by 
I 
Soderstrom as follows: 
The tool for ruling a 250 line screen has a point 
2/lOOOths of an inch wide and if a screen 36" in 
diameter is to be made, this topl point must travel six 
miles on each piece of glass.!/ 
The number or lines is always figured to the inch. In 
the case or a halftone screen, which has 250 lines to the 
inch, we must keep in mind that this includes the spaces 
! 
between ~ lines, and these must be added to the total count.; 
This would make 500 alternately opaque and clear glass spaces 
to the inch. Each space, opa~e or clear, would measure 
l/500th of an inch wide. 
The lines, after tooling, are etched into the glass and 
filled with black pigment. The halftone screen is placed 
1/ Walter E. Soderstrom, The Litho~raJhers Manual, 
(New York: Waltwin Publishing Company, 1~ , P. 184. 
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about one-quarter of an inch in f~ont of the negative, and 
directly behind the camera lens. The light areas reflect 
more light from the surface of the subject to be reproduced, 
and the dark areas reflect lass. In terms of halftone dots, 
this means that a:s the light reflects from the surface of the 
:I 
subject and passes through the openings in the halftone screen,: 
the dots formed on the negative become large or small according 
to the amount of light received. Vary dark areas cause minute • 
white dots quite far apart, and very light areas will produce 
minute black dots quite far apart. Under a strong magnifying 
glass, a fine halftone print will show minute white dots 
completely surrounded by black areas in the darkest portions. 
The extremely light portions will show minute black dots 
surrounded by white areas. This creates a remarkable illusion 
upon which so much of our fine printing work depends, and is 
described by Soderstrom: 
The proportion or ratio of the dot size to the white 
paper surrounding it determines the value of the tone 
seen in that portion. Thus comes the reason for the 
term halftone, half black and half white, a black square 
and a white square the same size. When the black dot is 
smaller, the tint may be a quarter tint, or an eighth, 
or if it be larger than the ~~ita squares or dots, it 
may be a three quarter tint.!! 
The whole process applies to offset lithography as wall 
as letterpress. The only essential difference is in the plates; 
1/ Ibid., P. 46. 
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one, the halftone, being a deep etched metal plate as in the 
case of the line-etching, and the offset plate being a plano-
graphic printing method with the image in the same plane as. 
the plate surface. 
Halftone subjects are all types of photographs, wash 
' drawings in water color, oil paintings, pastels, pencil 
drawings, and various other types which have gradations of 
continuous tones that will not reproduce by line-etching. 
Preparing art work for letterpress, whether for halftone or 
line-etching reproduction, is mainly a matter of careful 
attention to the qualities of each piece of work. Pre-
assembling of finished copy is not done for letterpress. Each 
plate for. each piece of art work must be made separately, 
mounted type high, and placed into the regular printing forms 
by compositor,s. All work is, of course, accompanied by proper 
size markings, layouts of the total job into which individual 
pieces will be fitted, and color notations wherever necessary. 
Unlike lithographic reproduction, however, the various pieces 
of art and copy are not generally placed in their proper 
arrangement and photographed as a finished unit. 
The commercial artist will prepare better than fifty per 
cent of his work for some form of letterpress reproduction. 
As the offset printing process continues to be refined and 
adapted to the needs of modern printing, it is possible that 
, this percentage of letterpress work will be reduced. The chief 
28 
!I ,, 
II j! 
1': 
. h 
il 
I ,' 
; I 
~ I 
. ·. :::..:.--=:-.=:;...-..:::::;..:_ ::-.:.:.! ~ .. --:.- ----=~ :.. -. =·~ ---.- --=-- . 
II il 
1: advantages of offset are reduced costs, extreme speeds of 
printing not possible on letterpress, and the ability of the 
rubber blanket offset process, due to its resiliency, to 
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print beautifully on various coarse grain paper stocks which 
offer a vast range of effects not possible by other means. 
li 
Letterpress printing offers rich, clean, full value ranges in 1 
!: halftones, and extremely faithful color reproductions. 
The illustrations on the following page diagram and,. 
\i 
t1 describe the basic principles of the platen, vertical, single :1 i; 
and multi-color flat bed, and multi-color rotary presses. 
These are the basic types of presses used in letterpress 
reproduction. 
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Automatic platen: Clamp holds form in vertical position. Platen rocks to 
parallel with bed as bed moves toward platen. Paper on platen is pressed 
against form, contacting whole form at once. Paper is hand- or ~utomatic-fed 
against the guides on platen, which moves up and tips back to facilitate feeding. 
Printed sheet is removed by hand or automatically at time new sheet is fed. 
Automatic platen press, illustrated above, has me.chanical feed and delivery. 
Platen press is of considerable advantage when stock is too heavy to bend 
around a cylinder. Among the many uses of this press are printing, embossing, 
stamping, diecutting, leaf-laying, and creasing. Rated max. speed: 3500 per hr. 
- PRINTED SHEETS ~ 
DISTRIBUTING ROLLERS 
IMPRESSION 
CYLINDER 
-
~ FORM ON BED ~ 
Two-,olor cylinder (right): Intermediate cylinder 
transfers paper to second impression cylinder so that 
same side will be printed on. This press, like the cylin-
der, prints from flat plates or type, uses either a 
Vertical cylinder: A small, high-speed cylinder press in which flat form, l 
in' chase or on base, is locked vertically on the press, rather than horizon· 
tally as with ather cylinder presses. Form moves as paper revolving on cyl· 
inder is in contact with it. Verticals rated maximum speed is 5000 per hr. 
Letterpress Inking: Inking on aU letterpress equipment follows the same 
principle. Ink is transferred via rollers from a trough or fountain to form, on 
bed, or to plates on the plate cylinder. The rollers assure complete and even 
distribution of the ink and vary in number from one press model to another. 
BLANK SHEETS 
- :: 
-
Cylinder (left): The form is locked on the flat 
bed of press, impression being against large 
cylinder. The bed travels forward and backward, 1 
the cylinder making two revolutions to one im· , 
pression. The impression cylinder contacts the 
form while revolving. Paper is held to cylinder 
by grippers and in traveling around, it is pressed 
against the form which has already been inked. 
BLANK SHEETS 5 
1 
chase with type and mounted plates or a base with 
unmounted plates and is widely used in printing of 
two colors wet, in lour-color commercial printing. 
No. 7 
No. 7. Letterpress Pninting Presses 
David R. Perazzo, Jr., Eighth Graphic 
Arts Production Yearbook, (New 
York: Colton Press, Inc., 1948), 
P. 328. 
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Making a photo-engraving 
I! 
I' I j; 
________ Jl__-
Fundamental steps in the manufacture of original letterpress printing plates 
from the preparation of the film base through finishing and blocking 
Compiled by the editors 
i 
I 
Two main styles of photo-engravings are 
halftones and line-cuts. Halftones are 
; , usually made on copper, line cuts on 
! zinc. However, coarse screen halftones 
are made on zinc, and line cuts with fine 
Ben Day are often produced on copper. 
1. Film base: Collodion solution, containing 
necessary photographic chemicals except silver, 
is flowed evenly over gloss plate which has been 
previously coated with albumin, leaving a thin 
film on the plate. A pyroxylin bose is used for 
wet plate negatives. Plain collodion plus castor 
oil is used to strengthen the films. Ordinary emul· 
is not sensitive to all colors. Some engrov· 
ers now prefer to use prepared cut film. 
z 
w 
w 
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In addition, these two main kinds of 
photo-engravings have many variations, 
such as a combination plate, highlight 
halftones, etc. But except for a refining 
step or two, the fundamentals of the 
engraving process are as outlined below. 
2. Sensitizing the film: In the next step, the 
gloss plate is then dipped into the solution of 
silver nitrate which makes the film on the glass 
sensitive to light and ready for the exposure. 
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COPY 
4. Developing: Negative plate is developed. 
s. Combinations: line negatives or halftone 
negatives ore stripped (peeled of!) gloss plate, 
accurately set up together on another ''gloss flat." 
Soaking the gloss in acetic acid loosens the filrn. 
6 , Metal plate: Plate, u~ually copper for half. 
tones, zinc for line work, IS prepared. First step 
is to scrub the plate clean before sensitizing . 
7. Senslth:lng the ~~~te: Pl~_teh is flowed With 
3. Exp·oslng: The sensitized plate is now ready for exposure to the copy. Toned copy is exposed through an entirely different so utlon, w_ '.c may be either 
. lue or shellac senSitiZed with arn 
a screen which breaks up the copy into many dots. Negative on plate is reversed from top-to-bottom, left· albumin, 9 ' d · d 1 h mo. 
to-right. Copy con be enlarged, reduced, or mode some size. Color copy is exposed through desired filter. nium bichromate on IS reo y or 
1 
e Whirling. -----------------------------------------~----~ i ~ ;: 
No. 8 
No. 8 Making a Photo-engraving 
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8. Whirling: Wh irling over flame tends to dry 
se nsitized solution onto the plate surface and di s-
tr ibute it evenly over th e entire plate surface . 
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9 Exposing plate: Negative or negati ve group 
is printed on sensitized meta l plate by exposure 
to light. Negative and p late ore in abso lute con -
ta ct to insure sharp dot or line images. Air is 
pumped o ut of the ho lding frame. Atmospheric 
pressure acts to keep negat ive tog et her w ith plate . 
9A. Zinc plates: Rollin g '' etchin g ink '' on line 
plate makes printing oreo ho ld '' topp in g pow-
. der, · w hich str e ng the ns plate 's acid re si sta nce. 
lOA. Dusting: ''Topp ing powder," du sted on 
developed plates, me lts whe n heated, resists 
ac id. Zinc employs a "cold enamel" or a shellac . 
10. Developing plate: Copper or zinc plates 
are developed by wa sh in g away all areas of re -
sist not hardened by lig ht p.assing through nega-
tives. Th is uncovers metal sa it can be e tched . 
Those areas hardened by light do not wash a way 
and so protect their ar eas from the etching acid. 
11. Burning In: Line or halftone plate with glue 
top or topping powder is heated over a flame and 
the powdered areas soon become acid res istant. 
12. Etching (right) : Etching is done 
in a number of ways . Here the plate 
is placed in a closed tub . A revolving 
paddle whee l throws on acid spray up 
against the p late surfa ce, etching ex-
posed areas to the proper depth. After 
first (flat) etch , nonpri nt ing , a cid-
bitten areas ore sllgh tly lowered , leav-
ing the printing areas in relief. Sides , 
or wa ll s, of dots or lines, newly ex-
posed, requ ire on acid resist to prevent 
them from being ea ten sid ewise in 
deeper etching . See deta iled ske-tch of 
progressive etching steps in Fi gure 13. 
THIRD BITE 
13. Progressive steps: Between etches the p la te is 
wa shed fr ee of a cid. Powder (dra gon 's blood) is dusted 
o n p late sk illfu lly to form a cid resist coating on sides of 
the dots . This is brushed in from each of the fciur sides 
to in sure protection of al l sides of all dots. (See steps 
98 , ll .) Powder is no t required in deep-etch ing plate s 
with 120-screen , or finer. Powd er prevents undercutting . 
No. 9 
14. Completion of plate: Th e plate may 
go through a number of finishing steps, such 
as re-etching, hand tooling, burnishing, trim· 
min g, mo unting on wood block (pictured 
a bove), and rou ting, etc ., as the specific job 
moy require. Some plate' ore mo de on " heavy 
metal " (. 152" th ic k) end o re left un mounted , 
but hove bevelled edges lor use on patent 
bose. Plates ca n al so be sent to the ma ke-up 
de portment loose-blocked , that is with block 
bu t not na iled down so that th e composi tor 
con bl ock th e p lates to th e best od vQntoge . 
Patent bases: Printer may find it necessary, 
to obtain firm impression and good register 
(pa rticu larly in color work) to run plates on a 
potent bose. In such a case, e lectrotypes w ill 
be made and bevelled for mounting, a nd in 
order to obtai n faithful electrotypes, orig inal 
ha lfto ne should be supp lied unblocked an d 
with a border of metal to serve as a bea rer 
for e lectrotyping . Metal p late mounti ng bases 
ore made for 11-pt. electrotypes, stereotypes. 
No. 9 Making 
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Gravure (Intaglio). This is the third important method 
of reproduction. The familtar rotogravure and other special 
sections of the S,unday newspapers are printed by this process. 
The use of gravure in the printing of magazines is increasing 
due to constan~ improvements in printing presses that handle 
this type of work. More than sixty leading magazines are now 
printed wholly or in part by this process. An excellent 
description of gravure is given by Challenger, and reads as 
follows: 
' 
. Gravure, known also as intaglio, is a method that 
prints the portion of the plate that is etched in little 
wells below the surface of the plate, as opposed to · 
letterpress, which prints the portion of the type or 
plate above the surface. 
As in letterpress printing, there are the same 
number of dots per square inch in all areas of the half-
tone illustration. Unlike letterpress, however, even 
t he line copy is screened. While in letterpress or 
lithography, the size and shape of the dot control the 
gradation of the tone ·and detail of the copy, in 
conventional -gravure all dots are uniform in size and 
uniformly square in shape. The tone and detail gradations 
are controlled by varying the depth of the square wel~s, 
which hold more o~ less ink, depending on the depth.l/ 
These remarks are enlarged upon and graphically 
illustrated on the follmv-ing page. 
!/ V. Winfield Challenger, Eighth Graphic Arts Prod~cti9n 
Yearbook, P. 304. 
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I Cylinder detail: In gravure, all dots have same surface area . Tone gradation is controlled by 
varying depths of ink wells. Deeper wells hold more ink, print dark area. Finer screen plus ten -
lj dency of ink to spread on surface, making dots blend, almost obliterates the screen pattern. 
I 
,, 
II 
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In conventional gravure, all dots are 
nf th e same surface size and shape. Gra-
dation of tone is controlled by varying 
the depths of the ink wells. Deeper wells 
contain more ink , and therefore print 
lj darkly: the shallow well s carry less ink 
and print lighter tones. 
Usually, the screen for gravure is finer 
than for letterpress. This, plus the fact 
that in gravure the ink tends to ~pread 
on the surface, makes the dots almost 
blend into each other, causing the graY-
ure screen pattern to be obliterated. 
A doctor blade wipes the excess ink 
from the plate cylinder, which then 
comes into contact with the paper under 
pressure that draws the ink out of all 
th e etched wells. 
First copies are again compared with 
the original art work. Now that the cyl-
DOCTOR 
BLADE-
inder is on a high-speed press, additional 
corrections or revisions may be neces-
~ary to improYe the printed result. These ' 
are madt· hv •·tching. huffing, etc . ' 
Cells are the key 
The pre"' th en is 'tarted. and print ed ' 
copies are produced at speeds of 500 to 
20.000 cy linder revo lutions an hour. 
It is the ink-filled cells, coming into 
contact with the paper, that produce the 
printed result. The actual transfer is 
brought about by pressure on the paper 
so that the ink is sucked out of the cells. 
Thu;;. by th e varying depths of the cells, 
soft effects and intense shadows are ob-
tained in a single impression . 
In printing colorgravure, a separate 
cyl inder must be prepared for each 
color. For example, in four-color work, 
the colors are yellow, red, blue, and 
brown or black-the brown or black is 
referred to as the "key." 
All portions of the copy that are to 
print in yellow are etched on a "yellow" 
cylinder; those to print in red on a "red" 
cylinder. and areas to print in blue on a 
"blue" cy linder. The type is usually on 
the "key'' cylinder. All steps in four-
color gravure are exactly as previously 
described. but Pach step must be don e 
the four timP;.- - oncP for each cylinder. 
The cylinder now is put on the high-
~fJeed press to print the edition . The 
number of cylinders required is deter-
mined by the number of pages and dif-
ferent colors that will be used. ETCHED CYLINDER 
Printing 
The web or sheets go through th e fJr t>,-.-' 
between the impression and plat t> cdin· 
den•. An extremely fast-drying ink is in 
an enclosed fountain through which the 
plat e cylinder revolves. The ink i' forced 
through nozzles under high prPssure 
onto the printing cylinder at a point im-
mediately after the previ(HJ~ impre,>'io!1, 
thu" cnmplett- ly refilling tlw ink welk 
INK 
Gravure press: Etched plate cylinder is inked by high pressure from nozzle in enclosed foun-
tain to make certain all etched wells ore filled , Doctor blade scrapes excess ink from cylinder as it 
revolves. Plate then comes into contact with the paper and th e ink i s drawn out of the wells. 
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The most important usage of gravure is in long-run, 
high-speed work. For this purpose, the development of the 
modern~ roll-fed, rotary press has proved crucial. 
All gravure copy must be screened. This includes type, 
photographs, wash drawings, oil paintings, line drawings, 
hand lettering, and any other kind of art work or copy to be 
i! \\ reproduced by this process. Line work, su"Ch as ink sketches, 
can be cleanly reproduced if the reductionJis ~too great. 
Fine lines will "break up" if reduced too much. 
The screen used in gravure is cross-ruled, and may be 
• 
as fine as 200 lines. The average type used will have 150 
lines to the inch. In gravure plates, this screen will produce 
22,500 cells to the square inch. These cells are almost in-
visible to the naked eye. This is due to the fact that the 
lines separating them are so thin the ink in one almost 
touches the ink in the others. 
A comparison of the printing plates used in letterpress, 
lithography, and gravure is presented on the following page. 
35 
Letterpress 
HIGHLIGHT DOT 
High (relief) portions of plate receive 
ink and print. All etched areas between 
dots are not of same depth in plate. Dif-
ferent parts of copy receive deeper or 
shallower etch, depending upon size of 
areas. The longer the etching is pro-
longed, the smaller the dots become. 
making printing area lighter. gradually 
Lithography 
.,. 
DEEP ETCH HIGHLIGHT DOT 
Printing is from flat surface. which is 
chemically sensitized so that after plw-
tographic printing, part will accept wa-
Gravure 
PRINTING AREA 
.001-.002'" DE-
~ 
HIGHLIGHT COT 
Lowert>d portions (wells) of plate hold 
ink and print. Dots in conventional gra' · 
ure arc of same size, shape. and num-
SHADOW DOT 
reducing both the tone and the detail. 
However, long, deep etching is re· 
quired when duplicate plates, such a~ 
e lectros. stereos, or mats are to be 
made. as each of these steps involves 
a lo~s in depth; therefore. extra depth 
is required in the original. Tones are 
created by size of dots-relationship of 
.. . •..... 
• • •• • 
• • •••• •• •• 
. . ······ ~~~ .~.·.· .. ·.·. 
•• • • •• 
• •• • • ..., 
• • 
SHADOW DOT ~ DEEP ETCH 
ter. repel ink; part will repel water, 
accept ink. Apparent relief on plate 
•urface is infinitesimal and is to give 
PRINTING AREA 
~
SHADOW DOT 
her per ,quart• inch in highlight and 
-hadow art>as. Ton" is controlled by 
,-arying wt'll dt•pths. Dt't'pl'r wells in 
No. 11 
No. 11 Letterpress, Lithography, 
and Gravure Plates 
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hlack an•a to white. Then· are same 
number of dot~ per square inch in 
~hadow and highlight areas. but larger 
dots in shadow portion cause larger 
proportion of that plate 'area to accept 
ink and to print. 
Fineness of scn'en in no way affects 
tone. Screen finenes~ in photo-engraving 
simply affect' detail. The finer .the 
screen. the better the detail reproduced, 
and the less visiblt· the screen in the 
reproduction. Tone in a 65-line 'screen 
would have fewer but larger dot,.; than 
corresponding tone in a 133-line screen. 
Different tone,; in· same screen have 
~arne number. hut different sized, dots. 
Dots also vary in shape, and critical 
detail depends on their correct shape. 
plate sufficient surface tension to hold 
water or ink. In deep etch work, print· 
ing ~urface is slightly intap;lio-.001"" • 
.003" Principle of dot ~ize, shape, num-
ber per ,;quare inch. and screen as in 
letterpress. Deep t'tch lithography, in 
effect, is almn~l as deep as gravure 
plate. hut requires no wiping or scrap· 
ing with doctor blade, as water between 
dots effectively rt'jel'ts ink. Dt•pth of etch 
gives t•ach dot mon· intensity. hut tone 
variations are controlled by dot ~ize~. 
~hadow an•as hold more ink, print rnnre 
darkly. (;ravun· IN'' fint•r "cn·<>n than 
letlt·rpn·s~: therefore, screen pattern is 
lt•ss oh' iou~. Tendt•nt·y of ink to ,.;prcad 
on furtlu·r ohlitt-ratt•s scret·n, hlt•nds 
tollf'~. Exet·s~ ink is st·raJwd ofT hy doc-
tor blade. In Dultgen-News Halftone 
.\lethnd. spt•cial fi'Vl'rse halftone 
st·n·ened positivt- i, printt·d nn .-arhon 
tissue and tone j,., contrnllt>d hoth by 
tht• depth of tilt' ink wells. as wt•ll as hv 
tlw sizt• of tlw tone tints themst'lve~. 
.. ·= •• •• 
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We have described the three basic reproduction processes, 
, and defined them as Letterpress, Offset Lithography, and 
~~ Gravure. A careful study of this chapter should give the 
• . reader a better insight into the problems involved in the 
preparation of art work for reproduction. For this reason, 
., it directly follows the introductory chapter. 
CHAPTER III 
RESEARCH PROCEDURE AND SOURCES OF DATA 
A great deal of excellent material is available in the 
form of books, periodicals, pamphlets, and booklets concern-
ing the various techniques and knowledges involved in doing 
drawings and illustrations in all mediums. There seems to 
be a dearth of material, however, concerned specifically 
and in detail, with the problems of preparing practical art 
work for reproduction. Producers of audio-visual aids for 
example, as reported in Chapter I, were unable to provide us 
with a single slide series or movie on this subject. Our 
objective was to find certain modern techniques in preparing 
' art work for reproduction, adaptable to a clear portrayal by 
means of a slide series, and applicable to a broad base of 
knowledges and skills necessary to the successful preparation 
of art work for reproduction. 
I • THE QUESTIONNAIRE 
Employers of commercial artists. We decided to send our 
questionnaire to fifty Advertising Agencies, fifty Department 
Stores, and fifty Newspapers. These groups represent 
organizations that maintain commercially important art 
departments, deal with the practical problems of preparing 
art work for reproduction, are very familiar with the problems 
38 
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of hiring artists, and are required by the nature of their 
business to keep up with the latest techniques in preparing 
art work for reproduction. Art studios were eliminated from 
consideration because of the fact that the advertising 
agencies, in modern times, maintain art departments that 
handle every possible type of art work for reproduction that 
art studios might be called upon to supply. Because all 
three groups are very conscious of production costs, it was 
felt that, as in the case of art studios, the inclusion of 
printing plants in our questionnaire lists, would have been 
a duplication of effort. Furthermore, the volume of 
original art work created by printing plants does not compare 
with that produced by the three major groups mentioned. 
Art Schools. In order to correlate the opinions of art 
teaching profession with those of the professional field, it 
was necessary to send questionnaires to fifty art schools. 
Since our slide series was to be designed as a teaching aid, 
this decision was inescapable if we were to arrive at a 
valid and useful sample of subject matter emphasis. 
Selection of listings. Recipients of our questionnaire 
were chosen from authoritative listings of Advertising 
Agencies, Department Stores, Newspapers, and Art Schools. 
To be included in these listings at all, constitutes a 
recognition of the size of the institution, its credit rating, 
volume of business or number of students, length of time 
established, dependability and quality, and a high standing 
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-in its field. 
Advertising Agencies. These were selected from listings 
provided by the Standard Advertising Register,l/ a publication:· 
,I 
well known to the trade, and one which carries only the well 
'· I, 
' 
established advertising agencies. Although it would have been· 
possible to have selected only those agencies whose gross 
billing amounts to more than $10,000,000, we included a bal-
ance of small and medium size agencies in order to provide a 
broader sample of opinion. 
Department Stores. Listings of department stores were 
provided by Sheldon's Retail Trade of the U. 8.,2/ and here 
again our selection included some small and medium size 
department stores in order to give a fairer sample of opinion. 
Newspapers.. Because so many newspapers under one 
hundred and fifty thousand circulation have practically a one 
man art department, it was considered wise to restrict our 
list to newspapers with better than one hundred and ninety 
thousand circulation. Of those receiving questionnaires in 
this group, only four had less than two hundred thousand 
circulation, and a great many had more than half a million. 
Editor and Publisher's International Year Book2/ 
provided the listings for newspapers. 
1/ Standard Advertising Register, Agency List 110, Nat-
ional Register Publishing Company, New York, Sept_ember, 1953. 
2/ Sheldon's Retail Trade of the U. S., (New York: J. S. 
Phelon-& Company, 32 Union Squari; 1945}. - . 
~/Editor & Publisher, International Year Book, (New 
York: Editor & Publisher Company, 1953). 
Art Schools. These were chosen from the American Art 
Directory.l/ All those selected to receive the questionnaire 
were listed as having at least one hundred and fifty full 
time students. All were noted to have Commercial Art 
emphasis, or departments that provided such training. 
Geographical distribution. We were able, within the 
restrictions set up for our listings, to provide a good 
geographical distribution for our questionnaire. We have 
represented the eastern seaboard, the south, the middle west, 
the southwest, the northwest, the north, and the far west. 
II • BOOKS AND PERIODICALS 
Books. Because we have a combined teaching experience 
of sixteen years at the art school level, and because we 
wanted to base our research on this experience, plus fresh, 
unbiased opinions from the professional field, we did not 
develop our questionnaire entirely from research into various 
books. We did, however, make use of books dealing with 
technical data concerning reproduction processes, and with 
books describing certain modern techniques in preparing art 
work for reproduction. In other words, we relied mostly on 
our own knowledge, plus current opinions from employers of 
commercial artists, to provide valid and useful questions 
for our questionnaire. General background material, useful 
1f American Art £!rectory, (New York: American 
Federation of Arts & R. R. Bouker Co., 1952), Vol. XXXVIII 
~1 
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in establishing a clear picture of the commercial art field 
:I 1: as an important vocational area, was carefully selected and 
!I I~ 
:j 
I. i! 
11 
ll 
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examined. 
Periodicals and ~mphlets. The most interesting and 
useful material of this nature is that produced by the 
advertising and printing industry. Enough was found to add 
ii authenticity to our study of techniques and processes. 
i! 
!• III. INTERVIEWS AND CONSULTATIONS. ,, 
!l 
!I The professional field. Executives of Advertising 
I 
rt 
Agencies, Department Stores, and Newspapers were interviewed 
and consulted concerning the proposed questionnaire survey. 
The plan of our study was presented to them for examination 
and criticism, and our point of view was explained. The 
results of these interviews and consultations encouraged us 
II 
~; 
1, to retain the original draft of the questionnaire almost jl 
intact, and encouraged us to feel that our procedure was 
realistic and practical. 
~ Schools. Art school executives were not interviewed 
or consulted. We were only interested in seeing whether the 
knowledges and skills emphasized by the art schools, relating 
to the training of art students in preparing art work for 
reproduction, would correlate with those stated by the· 
professional field as-needed, and in which recently graduated 
·art students appeared to be weak. The list of questions was, 
therefore, indentical in every respect as it concerned 
knowledges and skills. We were also interested in seeing the 
median and mode year in which the art schools would emphasize 
these knowledges and skills. 
It was obvious to us that the questionnaire would give 
the needed evidence, and that,.in fact, interviews and 
consultations might not produce an objective type of answer. 
IV. REVIEW OF AUDIO-VISUAL MATERIAL 
Procedure. As part of the questionnaire to Art Schools, 
they were asked if they knew of any slide series dealing with 
the subject of preparing art work for reproduction. All the 
art schools returning the questionnaire reported that they 
did. not know of any such training aid. 
Ninety-three producers of audio-visual aids were sent 
letters requesting knowledge of any movies or slides they 
might have on this subject. All of these firms replied in 
the negative. 
V. SUMMARY 
There seems to be a dearth of material in the field of 
audio-visual aids dealing with the preparation of art work 
for reproduction. Other research was ·delimited to those 
areas which would offer information most pertinent to the' 
techniques and methods of preparing art work for reproduction. '· 
It was supplemented by an examination of certain modern 
techniques especially adaptable to portrayal and exposition 
by means of a slide series. It was given validity and 
emphasis by interviews and consultations with employers of 
commercial artists whose respective positions give them a 
constant, practical contact with the art skills problems of 
recently graduated art students. 
CHAPTER IV 
INTERVIEWS AND CONSULTATIONS 
This phase of our study was designed to produce a first 
band sampling of opinions from the employers of commercial 
artists, and from executives who are directly concerned 
with preparation of practical art for reproduction.· The 
opinions given are in response to questions of various kinds 
concerning the fundamental knowledges and skills that a 
prospective commercial art employee should have, and the 
extent to which recently graduated commercial art students 
possess these skills and knowledges. The importance of 
commercial art as a profession, the demands of practical 
art production, the nature of modern techniques in preparing 
art work for reproduction, and the quality of recently 
graduated commercial art students as an end product were 
discussed. 
The interviews were confined to men in important positions! 
in Department Stores, Newspapers, and Advertising Agencies 
located in Boston, Massachusetts, and Providence, Rhode 
Island. We felt that this type of directly solicited 
opinion would give us a much batter point of view on which 
to rely in constructing our questionnaire to the professional 
field. 
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I. REPORT ON INTERVIEWS AND CONSULTATIONS 
Mr. Russell Anderson. Considerable encouragement for 
our study was received from Mr. Anderson. As production 
manager for a large firm that specializes in high class 
offset and letterpress printing, it is s~gnificant that he 
praises the Bourges Process and uses it extensively. He 
commented that his firm has little time to give in-service 
training to job applicants,_and feels that the art school 
should give more practical training. The Craftint Process 
was discussed as to its relative merits. He favors this 
process for its versatility and range, and pointed out that 
most adhesive backed sheets will often lift or. peel, whereas 
with Craftint this is impossible. Mr. Anderson was not 
flattering in his remarks concerning recently graduated 
art students, and feels that practical production skills 
are being seriously neglected in their training. Half of 
the agency's better art jobs are done in. New York due to 
lack of well-trained local workers.1 / 
I 
~ Vincent DeCain. As the Assistant Advertising 
Manager of the Boston Herald Traveler, Mr. DeCain works 
closely with the Art Director of the newspaper. He arranged 
a meeting with the Art Director, and the discussion centered 
around the preparation of practical art work for reproduction~ 
The Art Director felt that prospective employees ought to 
II 
I 
1/ Mr.· Russell Anderson, r11anager, Production Department~ 
P:rovi'Crence Off8et and Letterpress, Inc 201 Westminster lj Street,_ De Haviland Bldg., Prbvl.dence, Rhode-cisla nd.,- .. __ , -~ "'-''- t"=•===-••c,_, 
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of reproduction 
processes, and be able to eliminate as many production 
problems as possible by the proper handling of' original art 
work on the drawing board. As he pointed out, this cuts 
down errors resulting from too many people being involved 
in the final reproduction, gives more money to the artist 
through the handling of the whole job, and makes him a more 
likely candidate, as a result of' more practical experience, 
f'or.any kind of commercial art job. 
Mr. DeCain and the Art Director both agreed that an 
art school graduate who can handle production is far ahead 
of the average applicant for commercial art positions. Both 
men felt 
would be 
such an 
pointed 
artists, 
and time 
that the Bourges Process and the Craftint Process 
good subjects for a training aid. Both felt that 
aid would be most effective in an art school, and 
out that the in-service training of commercial. 
while sometimes provided, was considered costly 
consuming by most art departments.1 / 
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Philip Trenn. The hiring of an art staf.f for a il 
large agency (~A rating) is done by Mr. Trenn as Art·. ll 
Mr. 
-
Director. He feels that the production aspect of art \\ 
'I 
training is given only cursory attention by most art schools. l\ 
I. 
II 
As a result of' this lack of attention to practical production \1 
ll 
training, a good deal of work is processed in New York which il' 
li 1' I i) 
i! 1/ Mr. Vincent DeCain, Assistant Advertising Manager, !i 
!i Boston Herald Traveler, Boston, Massachusetts. jj 
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need not escape the local pool of artists if they were 
trained better. w~. Trenn was most enthusiastic about our 
I 
I 
proposed study, and felt that the Bourges Process and the 
Craftint Process would make the best slide series. He felt 
tgat our study should include a good explanation of the 
methods of reproduction. It was his opinion that a student I 
who was well versed in production, and somewhat weak in skill,jl 
would be a better bet to hold o. job with him than a student II 
who was skilled in drawing, but lacked knowledge of preparing l1 
art work for reproduction.ll 
~ Douglas Kingston. The subject of preparing art 
work for reproduction was presented to Mr. Kingston, and he 
voiced the opinion that the most effective techniques 
developed in recent years were the Craftint and the Bourges 
Processes. Retail stores of any size, he pointed out, need 
people with practical training in both of these processes. 
They save time and money, and result in better reproduction 
of art work. The Jordan Marsh·Company, as the world's 
largest buyer of newspaper space, placed over eight .thousand 
ads in the Boston newspapers in 1953. Mr. Kingston pointed 
out that direct mail and other types of advertising matter, 
including ads for television, contribute to the practical 
demands placed on his staff of artists. Enthusiasm for our 
1/ Mr. Philip Trenn, Art Director, Fern Advertising 
Agency, 18 Weybossett Street, Providence, Rhode Island. 
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study was expressed by him, and he stated that, in his opinion~ 
such a training aid was long overdue and badly needed.~/ 
Mr. Charles Morris. The Monitor does more color work of .1 
a finer type than any newspaper in New England. It is using 
the Bourges Method almost exclusively in separation work and 
for full color pages. He pu~ us in touch with his production 
manager who judged the most important areas of our study as 
being the production aspects peculiar to each reproduction 
method, and the new processes coming into widespread use 
today. He felt that most of the art students are sold a bill 
of goods in the light of their commercial goal. He put it 
this way, "It's like expecting an architect to build a sound 
house because he can draw a pretty picture of it." He would 
like to see a school-industry arrangement along the lines of 
the work-study plan at Northeastern, through which both the 
student and the potential employer would benefit. He feels 
that a series of aids covering all phases of the problem 
could be of real help if patterned along the lines of our 
study .2/ 
Mr. Harlow Medland. He is completely in accord with 
our study, and repeated the opinions thus far obtained. The 
1/ Mr. Douglas Kingston, Art Director, The Jordan Marsh 
Company, 450 Washington Street, Boston, Massachusetts. 
2/ Mr. Charles Morris, New England Advertising Manager, 
The Christian Science Monitor, 1 Norway Street, Boston, Mass. 
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Globe, however, does hire some inexperienced artists and sees 
them over the bumps. For this reason, he is interested in the 
i! possibility that our study might be made available for the 
,'! 
I. 
:1 paper 'a use at some future date. Mr. Medland stated that 
there are two studios in Boston at the present time who 
specialize in the use of the Bourges and Craftint Processes. 
The Boston Globe farms out a lot of art work to them which 
could be handled at the paper if staff artists were more 
familiar with these processes.l/ 
Mr. lQhg Fox. Mr. Fox interviews an average of ten to 
fifteen art students every week. With rare exceptions, he 
feels they are not as well trained as they could be. Some can 
draw, but very few have the slightest concept of the production 
angle. His work involves mostly black and white, and he was 
most interested in seeing some good training and understanding 
given to students in all the fields mentioned in our 
questionnaire. He felt that the actual skills were fairly 
well covered insofar as drawing was concerned, but that the 
student's need to use the short cuts such as the Craftint 
Process, know what they ~do with~' and know how they 
,, affect reproduction. He uses the Bourges method for simple 
color separation in tone work, and is excited about its 
: potential--as are his colleagues .2/ 
1/ Mr. Harlow Medland, Advertising Department, The Boston 
Globe, 244 Washington Street, Boston, Massachusetts. 
2/ Mr. John Fox, Art Director, Paine's of Boston, Inc., 
81 Arlington Street, Boston, Massachusetts. 
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The Boston Advertising ~· Opinions regarding our 
questionnaire were gathered from various members of the 
Boston Ad Club at one of their dinners. The concensus of 
opinion is that we have a good project underway. It is 
interesting to note that members of this organization have 
considered the establishment of a training school of their 
own to afford just such training as .is represented in our 
thesis area. They feel that the items we listed in our 
questionnaire represent the knowledges and skills in which 
art school graduates should be strong, but are not. In their 11 
opinion, the Bourges Process is becoming more and more \ 
important. The Craftint Process is in wide use, and the 1 
II 
newspaper syndicates are using so much Multi-Color Craftint 
stock that all bther art organizations are on allocation at 
the moment.l/ 
~William Ganick. It was Mr. Ganick's opinion that, 
"In general, having seen students from almost all the major j 
art schools. in New York and New England, I would say that \1 
students haven't the slightest idea of methods of reproductionJ 
typography - or simple mechanicals." He feels that our study I 
would be very useful, and believes that the Bourges Process 
is especially important in the more advanced preparation of 
art work for the better types of art jobs. He mentioned the 
1/ The Boston Advertising Club, Hotel statler, Park 
Square, Boston, Massachusetts. 
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Craftint Process as an excellent m~thod of achieving 
interesting results at a great saving in time and cost. He 
ended his remarks by stating, "I believe that a young student 
! should have a full knowledge of how to do mechanicals. That 
is a must! "Y 
II. SUMMARY 
The interviews reviewed in this chapter took place at 
various times between the first week in December, 1953, and 
the last week in February, 1954. The information and comments 
received can be considered significant and timely. · The 
implications of the remarks recorded can be summed up as an 
, endorsement for the Bourges and Craftint Processes, and as 
evidence that the questions asked by our questionnaire are 
pertinent to the needs and weaknesses of commercial art 
students. As will be noted in the following chapter devoted 
to an analysis of the questionnaire results, this summation 
appears to be entirely justified. If there seems to be some 
opinion that the schools are lax in giving their students a 
sound, practical training in preparing practical art work 
for reproduction, it is balanced by the fact that the 
questionnaire results from art schools reveal a strong 
tendency to remedy this weakness by stressing the proper 
subjects. 
!/ Mr. William Ganick, Vice President and Art Director, 
Harold Cabot & Co., 136 Federal Street, Boston, Massachusetts. 
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j; 
i li ,, 
! ~ QUESTIONNAIRE RESULTS AND TREATMENT OF DATA 
The results of interviews and consultations with 
,o 
;! employers of commercial artists indicated that freshly 
., 
ii graduated art students were weak in the preparation of art ~ l j! 
1; work for reproduction. The inference was made, as a corollary 
to this, that prospective art employees need special study in 
the techniques of preparing art work for reproduction, and 
that the art schools ought to place a greater emphasis on 
,, such studies. The questionnaire was designed to sample the 
! 
;1 
1: considered opinions of prospective employers of commercial 
artists, and those of art schools, concerning certain funda-
mental knowledges and skills necessary to the successful prep-
aration of art work for reproduction. 
Numbers and percentages of replies were computed on the 
basis of total questionnaires returned. The term total 
number of cases refers, therefore, to the total number of 
questionnaires returned, rather than the total number answer-
ing a particular question. The number of unanswered questions 
is, by this appr.oach, automatically made clear in the tables. 
Percentages will refer back to the total number of cases, and 
will not add up to one hundred. 
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TABLES INDICATING THE NEEDS AND WEAKNESSES 
OF PROSPECTIVE ART.EMPLOYEES AND RECENT ART 
SCHOOL GRADUATES, RESPECTIVELY, AS REPORTED 
BY ADVERTISING AGENCIES, DEPARTMENT STORES, 
AND NEWSPAPERS 
TABLE I 
GENERAL PRINCIPLE OF THE LI1~ CUT PLATE 
Total Number Per cent Total Ntnnber Eerc:cent 
TYPE no. of who who no. of who are who are 
cases need need cases weak weak 
Ad. 
Agencies 16 13 81.2 16 12 ?5.0 
Dept. 
stores 14 10 71·4 14 4 re .a 
News-
papers 10 10 100.0 10 8 ao.o 
Implications £f Table I• This table indicates that 
Newspapers and Advertising Agencies are having trouble 
getting people who understand the line cut plate. It is 
possible that these groups are more critical in this area, 
and use this type of reproduction more often. The Department 
Stores recognize the importance of studying the line cut 
plate, but report only a moderate weakness in this area. 
The fact that Department stores use a high percentage of 
halftone sketches may account for this reaction. 
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TABLE II 
BASIC USES OF THE LINE CUT 
Total Number Per cent· Total Number Per cent 
TYPE no. of who who need no. of who are who a.re :I ,, 
cases need oases weak weak q I 
il 
.\ 
Ad. ~ f 
Agencies 16 13 81.2 16 13 81.2 
Dept. 
14 64.2 14 4 28.5 Stores 9 
News-
papers 10 8 8o.o 10 6 6o.o 
Implications of Table II. This table shows little 
change in the area of line cut knowledges. Advertising 
:! 
Agencies a slightly higher weakness, Department stores remain 'I 
I 
virtually the same, and Newspapers show a significant decrease, 
indicating that their applicants know more about the uses of 
the line cut than they do about the line cut plate itself. 
TABLE III 
PEN AND INK DRAWING FOR LINE CUT 
Total Number Per cent Total Number Per cent 
TYPE no. of who who no. of who are who are 
cases need ·need cases weak weak 
Ad. 
Agencies 16 11 68 •. 7 16 7 43·7 
Dept. 
14 Stores 6 42.1 14 5 35.8 
News-
papers 10 8 ao.o 10 0 o.o 
Implications or Table !!!• Department Stores again 
reflect their lack of critical interest in the area of line 
cut techniques as shown by the fact that less than half of 
those replying indicate a need for them. It is significant 
that the existing weakness, however, comes close to matching 
the need. Newspapers present a surprise here, and report 
no weakness. Advertising Agencies 'report a considerable 
drop in weakness here. 
5ti 
News-
paper 
TABLE IV 
DRY BRUSH DRAWING FOR LINE CUT 
Total 
no. of' 
cases 
16 
10 
Number 
who 
need 
7 
3 
8 
Per cent 
who 
need 
Bo.o 
Total 
no. of' 
cases 
16 
14 
10 
Number Per cent 
who are who are 
weak weak 
4 25.0 
5 35.8 
4 40.0 
. ImElications .2£ Table IV. The most significant fact 
here is that Newspapers report a strong need f'or this skill. , 
The reported weakness is not severe. 
~-- --------·--·-··~- -~ --···-------·- -·--··- ~ --
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TABLE V 
DRAWING ON RAISED GRAIN PAPER FOR LINE CUT 
Total Number Per cent Total Number Per cent 
TYPE no. of who who no. of who are who are 
cases need need cases weak weak 
Ad. 
Agencies 16 31.2 16 4 25.0 
Dept. 
stores 14 2 14.2 14 4 28 • .5 
News-
papers 10 4 4o.o 10 2 20.0 
Implications £! Table y. This table indicates a low 
interest in this particular technique for line cut. 
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ii 
I! 
TYPE 
Ad. 
Agencies 
Dept. 
Stores 
News-
papers 
••• 
TABLE VI 
USE OF CRAFTINT FOR LINE CUT 
Total 
no. or 
cases 
16 
14 
10 
Number 
who 
need 
14 
4 
8 
Per cent 
who 
need 
87.5 
28.5 
80.0 
Total Number Per cent 
no. of who are who are 
cases weak weak 
16 11 68.7 
14 9 64.2 
10 6 6o.o 
Implications !2£. Table Y.!• It is interesting to note 
that Department.stores report a low need for this technique~ 
and at the same time report a high rate of: weakness in skill 
of handling. Advertising Agencies and Newspapers apparently 
agree closely on need and weakness concerning this technique •. 
Both feel that it is needed~ and that a definite weakness 
exists. 
= 
l&S:EL 
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TABLE VII 
USE OF CRAF-TONE SHADING SHEETS FOR LINE CUT 
r.rotal Number Per cent Total Number Per cent 
TYPE no. of who who no. of who are who are 
cases need need cases weak weak 
Ad. 
Agencies 16 7 43-7 16 3 18.7 
Dept. 
14 21.4 14 5 35.8 Stores 3 
News-
papers 10 6 60.0 10 2 20.0 
Implications ~ Table !!!• Newspapers report a fairly 
strong need for this technique, but indicate a negligible 
weakness in,handling. Advertising Agencies and Department 
Stores apparently do not feel that any great need exists. 
Significantly~ Department stores again indicate a weakness 
in handling which is out of proportion to their statement 
of need. 
~-~-· -- -·- ~-- --·--···· 
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TABLE VIII 
USE OF BOURGES PROCESS FOR LINE CUT 
' 
:i 
!, 
I 
Total Number Per cent Total NtUnber Per cent' 
TYPE no. of who who no. of who are Who are 
cases need need cases weak weak 
Ad. 
Agencies 16 16 100.0 16 8 50.0 
Dept. 
Stores 14 5 35.8 14 8· 57.1 
News-
papers 10 7 70.0 10 6 60.0 
Implications of Table VIII. Advertising Agencies all 
report that this t echnique is needed. Newspapers report 
a strong need, and a greater weakness. Department Stores 
again report a low interest in a given technique, and a much 
greater weakness in handling. 
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TABLE IX 
GENERAL PRINCIPLE OF THE HALFTONE PLATE 
ll I, Total Number Per cent Total Number Per cent I; 
1: 
TYPE no. of who who no. of who are who are 
i If' cases need need cases weak weak 
II 
~·, 
Ad. :I 
I' Agencies 16 14 87.5 16 9 56.2 li 
1: 
Dept. 
14 71.4 14 8 57.1 stores 10 
II 
II News-
ij papers 10 8 80.0 10 9 90.0 li 
ji 
1: I 
Implications of Table IX. All groups report a strong 
need for this knowledge. A significant weakness, especially 
I; 
j! strong among applicants for newspaper positions, is reported 
IJ here • This table reflects, no doubt, the high percentage of 
wash drawings and photo retouching handled by newspapers. 
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TABLE X 
BASIC USES OF TEE HALFTONE PLATE 
Total Number Per cent Total Number Per cent 
TYPE no. of who who no. of who are who are 
cases need need cases weak weak 
Ad. 
Agenc'ies 16 15 93·7 16 10 62.5 
Dept. 
stores 14 8 57.1 14 9 64.2 
News- · 
papers 10 9 90.0 10 7 70.0. 
Implications of Table X. All groups report a strong 
need for this knowledge. Advertising Agencies lead the way 
here. Newspapers again report the greatest weakness. 
Advertising Agencies report the least weakness, but ·even 
here, it is considerable. 
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TABLE XI 
PRINCIPLES OF RENDERING ART WORK FOR HALFTONE 
Total Number Per cent Total Number Per cent 
TYPE no. of who who no. of who are who are 
cases need need cases weak weak 
Ad. 
Agencies 16 14 87.5 16 7 43·7 
Dept. 
14 Stores 9 64.2 14 10 71.4 
News-
papers 10 9 90.0 10 8 ao.o 
Im21ioations of Table ~· Advertising Agencies report 
considerably less weakness in this skill. This may be due 
to a higher quality of applicants seeking agency positions. 
Further study would be necessary to determine the cause. 
Department Stores continue to report a greater weakness in 
handling as compared to their expressed opinion of need. 
This is a curious fact which would also require further 
study. Newspapers again reflect their large amount of work 
requiring skills in the area of halftone. 
i 
I 
I 
I 
I 
i 
,\ I, 
I! 
II 
,I 
1: 
I 
I 
I 
1 
I 
TYPE 
TABLE XII 
EFFECT OF TYPES OF PAPER ON HALFT01"'ES 
Total 
no. of 
cases 
Number 
who 
need 
Per cent 
who 
need 
Total Number Per cent 
no. of who are who are 
cases weak weak 
II 
ll 
I! 
================================================ II Ad. 
Agencies 16 16 100.0 
Dept. 
Stores 14 7 50.0 
News-
papers 10 4 40.0 
16 10 62.5 
7 
10 4 
il 
i! 
II 
:J 
iJ 
1: 
j! 
II 
li 
li 
Implications £! Table ~· Advertising Agencies reflecti 
the vast range of advertising media dealt with in their 
field by a one hundred per cent response to this question.~ 
Department Stores and Newspapers, reproducing their art. 
work on newsprint for the most part, re~lect this in their 
replies. 
I 
ij 
It 
'I !I 
II 
1: 
I! 
'I !I 
i! 
II 
II I. 
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TABLE XIII 
THE KROMOLITE PRINCIPLE 
lj il 
II 
II 
II 
li 
il 
II \~' 
i! 
====:::;;T=o:;::t= .. l;;;:::===;===P;:e=r=c=e=n=t;==;::::::::;;::===:::;==:;::==:::;= 111  ~ Number Total Number Per cent . 
no. o£ who who no. of who are who are I! 
cases need need cases weak weak it I 
TYPE 
Ad. 
Agencies 16 7 43·7 16 2 12.5 
Dept. 
14 64.2 14 50.0 stores 9 7 
News-
papers 10 3 30.0 10 2 20.0 
Implications of Table !!!!• Department stores reflect 
the amount of wash drawings done with this technique. 
Newspapers and Advertising Agencies do not appear too 
concerned. 
. \, .- ·1,..,~ r~r .. ~.~ .~ ~ ,~· ... ,": ,, ~-: ~ , , ' liiW'i"T!'WZPT mrr-
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TABLE XIV 
PREPARING KROMOLITE WASHES FOR HALFTONE 
TYPE 
Ad. 
Agencies 
Dept. 
Stores 
News-
papers 
Total 
no. of 
cases 
16 
14 
10 
Number 
who 
need 
7 
9 
4 
Per cent 
who 
need 
43·7 
64.2 
40.0 
Total Number Per cent 
no. of who are who are 
cases weak weak 
16 2 12.5 
14 8 
10 2 20.0 
Implications£! Table XIV. Department Stores again 
reflect their interest in this technique, and again report 
a significant weakness in handling. Advertising Agencies 
and Newspapers do not seem especially concerned about this 
skill, and do not indicate a significant weakness • 
TABLE XV 
GENERAL PRINCIPLE OF THE LITHOGRAPHIC PLATE 
Ad. 
Agencies 
Dept. 
Stores 
News-
papers 
Total 
no. of 
cases 
16 
10 
Number 
who 
need 
11 
3 
4 
Per cent 
who 
need 
68.7 
Total Number Per cent 
no. of who are who are 
cases weak weak 
16 10 
9 
10 2 
a considerable weakness exists. This follows the peculiar 
unbalance of Department store replies noted thus1~ar. 
Advertising Agencies recognize the need for the knowledge, 
and indicate that a serious weakness exists. 
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TABLE XVI 
USES OF OFFSET LITHOGRAPHY IN REPRODUCTION 
.. ' 
I 
:I I· 
11 
i; 
~I I 
,I 
jl 
II 
'I 
I ==========T=o=t=al~=~,=/.=N=um==b=e=r===P~e=r==c=e=n=t~==T~o~t~al~~N~um~b=e=r==~P~e=r==c=e=n~t il 
no. of who who no. of who are who are jl TYPE 
cases need need cases weak weak :: 
~ 
!· II 
II 
lj 
/I 
Ad. 
Agencies 16 10 62.5 16 8 so.o 
Dept. 
14 14.2 14 64.2 Stores 2 9 
News-
papers 10 50.0 10 3 30.0 
Implications £! Table ~~ 
!l 
'l 
Advertising Agencies again ~ 
l 
I lead the list in recognizing the need for knowledge of 
I 
lithography, and indicate a. serious weakness~ Newspapers 
are split on this question and indicate a minor weakness. 
Department Stores clearly reflect the nature of their 
advertising art work by showing a very small interest in 
this knowledge. They point out a serious weakness in this 
area. 
i 
I 
i~ 
1: 
I 
!. 
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TABLE XVII 
BASIC CONSIDERATIONS IN PREPARING ART WORK FOR OFFSET 
TYPE 
Ad. 
Agencies 
Dept. 
stores 
News-
papers 
Total 
no •. of 
cases 
16 
ll~ 
10 
Number 
who 
need 
12 
4 
4 
Per cent 
who 
need 
75.0 
28.5 
40.0 
Total Number Per cent 
no. of who are who are 
cases weak weak 
16 9 
10 2 20.0 
Ll'Jlnlicatlons £!. Table !Y.ll~ Newspaper and Department 
stores do not recognize a strong need for this knowledge. 
Advertising Agencies lead in this area, and express a 
serious weakness. 
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TABLE XVIII 
GENERAL PRINCIPLE OF NENSPAPER HALFTONE REPRODUCTION 
Ad~ 
Agencies 
Dept. 
Stores 
News-
papers 
Total 
no. of 
cases 
16 
14 
10 
Number 
who 
need 
·10 
10 
9 
Per cent 
who 
need 
62.5 
71.4 
90.0 
Total Number Per cent 
no. of who are who are 
cases weak weak 
16 10 62.5 
14 9 64.2 
10 8 80.0 
Implications £! Table XVIII. As would be expected, 
Newspapers recognize a need for this knowledge. They also 
indicated a very serious weakness in this area. 
Agencies and Department Stores are quite close together on 
this issue; particularly on the indicated weakness. 
1 
TABLE XIX 
BASIC CONSIDERATIONS. IN PREPARING ART WORK FOR NEWSPAPERS 
Total .. Number Per cent To til Number Per cent 
TYPE no. of' who who no. of' who are who are 
cases need need cases weak weak 
Ad. 
Agencies 16 9 56.2 16 8 50.0 
Dept. 
. 14 71.4 14 85.7 stores 10 12 
News-
papers 10 10 100.0 10 6 60.0 
Implications £! Table ~~ Newspapers are totally in j 
favor of recognizing the need for this subject, and indicate 1\ 
II 
II a serious weakness on the part of' applicants for posi tiona. II 
Department Stores recognize the need f'or the subject and I 
I 
report a very serious weakness. Advertising Agencies, per- 1 
1
1
!, haps ref'lecting the nature of' the agency business, recognize I 
. 1 a considerable ~ed, but indicate a split as to wea~ea~ I 
!I !,:.1 
li il 
II II 
!! !1 
II II 
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TABLE XX 
HOW ART WORK IS AFFECTED BY REDUCTION AND ENLARGEMENT 
I 
I 
II 
i:\ 
I, 
TYPE 
Total 
no. or 
cases 
Number 
who 
need 
Per cent 
who 
need 
II 
Total Number Fer cent \1 
no. or who are who are \
1
'\ 
oases weak weak 
I! 
Ad. 
Agencies 16 13 81.2 
Dept• 
14 64.2 Stores 9 
News-
papers 10 10 100.0 
16 9 56.2 
8 
10 6 6o.o 
II 
:I q 
1\ 
I 
I 
I 
I ,, 
II 
Implications .2f. Table g. All Newspapers recognize the (\ 
need ror this knowledge, and iridioate that a serious weakness \1 
exists. Advertising Agencies and Department Stores 
recognize the need, with agencies especially strong, and 
both agree that a serious weakness exists. 
II 
I' 
,j 
li 
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BASICS OF MAKE-READY FOR ALL PROCESSES 1! =::::;;:::::;::=:=::;;=:::;:=::~~~========:= II 
TABLE XXI 
Total Number 
TYPE no. of who 
Per cent 
who 
TotBl Number Per cent ~~ 
no. of who are who are· j' 
cases weak weak j cases ·need 
Ad. 
Agencies 16 11 
Dept. 14 Stores 7 
News-
papers 10 9 
need 
68.7 16 
5o.o 
90.0 10 
7 
4 28.5 
8 eo.b 
i 
II II 
h 
!I 
I 
~I 
I 
II 
Implications of Table JQg. Newspapers recognize a · [1 
strong need for this knowledge, and point out that a serious 1 
weakness is evident. The fact that most newspapers today 
operate their own engraving departments may have a bearing 
on this answer. It is obvious that a prospective art 
employee would do well to be versed in this particular 
knowledge. Advertising Agencies and Department Stores 
agree that there is a need for the knowledge, but do not 
indicate the serious weakness reported by Newspapers. 
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TABLE XXII 
:I 
I' 
II 
II 
!I 
SIMPLE COST PROCEDURES FOR ALL PROCESSES II 
ll 
TYPE 
Ad. 
Agencies 
Dept. 
Stores 
News-
papers 
Total 
no. o:f 
cases 
16 
10 
y 
Number 
who 
need 
8 
6 
7 
Per cent 
who 
need 
50.0 
70.0 
Total Number Per cent II 
no. o:f who are who are II 
cases weak weak 
16 4 
8 
10 5 50.0 
\! 
II ii ;) 
" !I 
I, 
!I 
II 
I I. 
II 
II 
Implications o:f Table XXII. Newspapers recognize a li 
- !I 
li 
serious need :for this knowledge, but report g smaller weakness 
Ji 
than that indicated by Department Stores. Advertising Agenci~s 
I' ,I 
are equally split on the ·need, a~d indicate a :fairly small ii 
:l 
'I I, 
if 
weakness. This may indicate that agencies are interviewing 
li 
applicants with better training in this knowledge. ,I Further \' 
II 
I I· studies would be necessary to determine this. 
1: 
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TABLE XXIII 
PRACTICAL PHOTO RETOUCHING FOR ALL PROCESSES 
Total Number Per cent Total Number Per cent 
TYPE no. o:f who who no. of who are who are 
cases need need cases weak weak 
Ad. 
Agencies 16 7 43.7 16 6 37.5 
Dept. 
14 stores 7 50~0 14 6 42~1 
News-
papers 10 10 100.0 10 7 70~0 
Implications ~ Table XXIII. Newspapers are all in 
favor o:f stressing this subject, and report a serious 
weakness. Department Stores are equally divided on need 
for this, and report a fairly serious weakness. idvertising 
Agencies do not seem to think it is too important, and point 
out a definite, but mild weakness. 
·--,J~-~.: ___ . 
i 
TYPE 
Ad. 
. Agencies 
Dept. 
Stores 
News ... 
papers 
• 
I 
TABLE XXIV 
PRACTICAL MARKING AND SCALING OF PHOTOS 
Total 
no. of 
cases 
16 
14 
10 
Number 
who 
need 
10 
10 
8 
Per cent 
who 
need 
62.$ 
71.4-
ao.o 
Total Number Per cent 
no. of who are who are 
cases weak weak 
16 
.5 31.2 
14 6 42.1 
10 7 70.0 
Implications£! Table XXIV. Newspapers~ as in t~e 
previous table, recognize a need for this subject. Due to 
the large amount of photographs processed b~ newspapers, 
this is not surprising. The amount of weakness reported· 
here 1 as compared with Advertising Agencies and Department 
Stores~ is somewhat surprising, and definitel~ serious. 
The latter two groups recognize the need, but do not report 
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TABLE XXV 
COMPOSITE STATISTICAL STUDY OF REPLIES TO QUESTIONS 
1, 2, 3, 4, 6, 8, 9, 10, 11, 18, 19, A}ID 22, AS 
REPORTED BY ADVERTISING AGENCIES, DEPARTMENT 
STORES, AND NEWSPAPERS 
Total Number Per cent Number Per cent Question who who who are who are no. of 
Cases need need weak weak 
40 1 33 82.5 24 6o.o 
2 30 75.0 23 57.5 
3 25 62.5 12 30.0 
4 18 45.0 13 32.5 
6 26 65.0 20 50.0 
8 28 70.0 22 55.0 
9 32 8o.o 26 65.0 
10 32 80.0 26 65.0 
11 32 8o.o 25 62.5 
18 29 72.5 27 67.5 
19 29 72~5 26 65.0 
22 21 52.5 17 42.5 
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Implications of Table XXV. The questions selected for 
this study were seen as representing a definite trend toward 
line cut and halftone techniques. This tendency gave support 
to the choice of the Craftint Process and the Bourges Process 
as subjects for a slide series. Both of these processes 
comprise within their respective areas, knowledges, methods, 
and skills which have direct implications for this major trend. 
'i 
;j 
The delimiting of our study began primarily with an examination 
I 
of this particular cluster of questions. We felt, in view of 'i 
the range of knowledges and skills designated here as needed, 
and considering the weakness reported from the prospective 
employers of commercial artists, that valid and important 
areas of study were revealed. 
Competence in using the Craftint Process requires all 
the knowledges and skills in the area of line cut techniques. 
Competence in using the Bourges Process requires all the 
knowledges and skills in the area of line cut and halftone 
techniques. Both processes, furthermore, as indicated by 
the results of interviews and consultations with commercial 
artist employers, lend themselves to the step-by-step imagery 
and exposition typical of a slide series. 
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-TABLE XXVI 
SUBJECTS THAT ART SCHOOLS WOULD EMPHASIZE IN TEACHING 
STUDENTS THE FUNDAMENTALS OF PREPARING ART 
WORK FOR REPRODUCTION* 
---
;l * Based on replies from 24 art schools. 
Special Emphasis 
Yes No 
= 
1. The line cut plate: general principle • • • • • • • • • • • 23 1 
2. Basic uses of the line cut • • • • • • • • • • • • • • • • • 18 6 16 8 
13 11 
'• ~: Pen and ink drawing for line cut • • • • . '. • • • • • • :j • • " Dry brush drawing tor line cut • ,, • • • • • • • • • • • • • • 
9 1.5 
20 4 
s. Drawing on raised grain paper for line cut • . • • • • • • • 6. The use of Craftint tor line cut • • • • • • • • • • • • • • 7. The use of Craf-Tone shading sheets for line cut • • • • • • 6 18 20 4 
20 4 
a. The use of Bourges process in preparing line cut color plate 
9. The halftone plate • • • • • • • • • • • • • • • • • • • • • 10. Basic uses of halftone plate • • • • • • • • • • • • • • • • 21 3 11. Principles of rendering art work for halftone • • • • • • • 19 5 12. Effect of types of paper on halftones • • • • • • • • • • • 7 17 11 13 
8 16 1~·· The Kromolite principle. • • • • • • • • • • • • • • • • • • 1 • Preparing Kromolite washes for halftone • • • • • . • • • • 1.5. Lithographic plate: general principle • • • • • • • • • • • 13 11 
13 11 
8 16 
16. Uses of offset lithography in reproduction •••••• • . ' . 17. Preparing art work for offset: basic considerations • • • • 18. Newspaper halftone reproduction: general principle • • • • 1.5 9 
19. Preparing art work for newspapers: basic considerations • • 17 .7 20. How art work is affected by reduction and enlargement • • • 15 9 21. Basics of make-ready for all processes • • • • • • • • • • • 7 17 22. Simple cost procedures for all processes • • • • • • • • • • 11 13 
9 1.5 
8 16 
23. Practical photo retouching for all processes • • • • • • • • 24. Practical marking and scaling of photos • • • • • • • • • • 
" li 
·--· ~-- ---
co Q 
Implications of Table ~· Art Schools, according to 
this summary study, would emphasize those subjects which 
' prospective art employers indicated as needed, and in which 
they report recent schools graduates are weak. A quick 
study of questions 1, 2, 3, 4, 6, 8, 9, 10, 11, 18, 19, and 
22 reveals that Art Schools ~are, recognizing the needs 
expressed by Advertising" Agencies, ,Department Stores,t and 
Newspapers in Table ixv.· The comparison of these results 
. . 
gave further support ·to the choice•of the·craftint Process 
and the Bourges Proce,ss as, subjects for ,our. slide series.-
I ' 
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TABLE XXVII 
OPINIONS AS TO HOW COMPETENCE IN THE PREPARATION OF 
ART WORK FOR REPRODUCTION WILL INCREASE A FRESHLY 
GRADUATED ART STUDENT'S CHANCES FOR IMMEDIATE 
EMPLOYMENT IN COMMERCIAL ART 
TYPE 
Ad. 
Total 
no. of 
cases 
Agencies 16 
Dept. 
stores 14 
News-
papers 10 
Schools 24 
Per cent Per cent 
very consider-
greatly ably 
71.5 
20.0 
Per cent 
to some 
extent 
0 
0 
0 
Per cent 
little 
0 
10.0 
Implications of Table XXVII. Advertising Agencies lead 
the way here with a total response, and report in the 
affirmative. Department Stores, surprisingly, lead the way in\ 
the first column and in the last. This kind of inconsistency 
is typical of this group. Newspapers surprised with a fairly 
low affirmative, and fairly high negative response. Art 
schools appear to agree largely with Agencies an~ Stores, and 
only a small per cent are in the negative. The lowest 
affirmative percentage is that of Newspapers with sixty per 
cent. This table seems to be conclusive evidence that among 
the groups replying, competence in preparing art work for 
I 
II 
II 
I 
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)i reproduction correlates highly with chances for immediate I 
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,• 
employment in commercial art. 
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Implications of Table XXVIII. Advertising Agencies all 
feel that this kind of specialization will improve the 
commercial artistrs chances for advancement. Department 
Stores and Newspapers are divided between Excellent~ Good 1 
~nd Fair, but did-not indicate Poor in either case. The 
vast range of specialized Advertising Agency art work is no 
doubt reflected here by the high positive correlation of 
83 
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TABLE XXIX 
YEAR IN WHICH ART SCHOOLS WOULD TEACH ART STUDENTS 
THOSE FUNDAMENTALS OF PREPARING ART WORK FOR 
REPRODUCTION LISTED IN THE Q.UESTIONNAlRE~t-
YEAR 
QUESTION FffiST SECOliD THIDD FOURTH 
1 3 6 14 1 
2 3 ~ 14 0 ~ 3 13 0 3 3 11 1 1 3 ~ 1 6 3 4 1 ~ 1 2 1 3 13 4 9 2 2 16 0 10 2 1 17 1 11 3 3 14 1 12 l 2 11 1-i~ 1 3 11 2 1 3 12 2 1.5 2 1 13 3 16 2 1 
17 1 3 
13 3 
15 2 18 2 
' 
13 2 19 0 13 2 20 1 3 13 1 21 0 2 8 4 22 1 0 
23 0 1 5 10. 9 2 24 0 1 9 3 
~r. Based on replies from 24 art schools. 
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Implications of Table XXIX. The third year is the 
median and mode year in which Art Schools would commence 
.. 
training art students in preparing art work for reproduction. 
Summary£!. Questionnaire Results. As stated in the 
introductory chapter to our study, the purpose of the 
questionnaire was to sample the considered opinions of 
Advertising Agencies, Department Stores, Newspapers, and Art 
Schools as to the areas of commercial art study most importan~ 
in learning to prepare art work for reproduction. As also 
stated, the choice of a slide series designed to help teach 
H 
il 
these areas, would be· conditioned by the questionnaire results .• 
il 
It seems to be a fair conclusion that applicants for commercial 
ll 
art positions, freshly graduated from art schools, ar~, to :1 
some extent, weak in all areas mentioned by the questionnairejl 
ii In far too many areas sixty to eighty-five per cent of these ·1 
applicants have been reported as weak. 
Enough agreement was found ~etween the Art Schools and 
the professional field concerning a significant group of 
needs around which to build a slide series. Art Schools 
expressed a high degree of interest in a slide series 
designed to help teach the preparation of art work for 
reproduction, and indicated that they would, for the most 
part, give such studies in the third year. In broad terms, 
the third year seems to comprise both the median and the 
mode year for such emphasis. This means that students using 
a slide series such as we have produced, would have the two 
~ 
! 
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~oundation ye~rs of drawing, rendering, techniques, design, 
color, and associated subjects behind them. We have not, 
therefore, given any great emphasis to these matters in our 
slide series. We have concentrated on the clarity of imagery ,, 
appropriate to a slide series, and a clear, practical 
exposition of each slide as it applies to the fundamentals 
o~ preparing art work for reproduction by means of the 
process shown. 
The questionnaire results indicate a need for a slide 
series such as we have produced, that art schools (79.1 per 
cent of those reporting) are definitely interest in such 
' 
a slide series, and that the field o~ study treated by it 
is of considerable vocational signi~icance to art ·students. 
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THE BOURGES SHADING SHEETS 
Albert R. Bourges, a former photoengraver who has done 
much research in the field or color reproduction, has 
developed a new art medium based upon the use of plastic 
sheets. These sheets are transparent and they carry a sur-
face of removable color corresponding to the colors of 
standard printing inks. They are continuous tints--flat 
colors not composed of dots or other patterns. 
These sheets are of interest to artists, art directors 
and clients. Art work prepared with the use of these 
transparent sheets can be reproduced more economically. They 
enable the artist to produce his drawings with greater 
facility and speed and they are useful to art directors in 
planning color effects. 
The simplest application of the Bourges medium is the 
preparation of art work for a two color job--black and one 
flat color. The artist makes his key drawing in black and 
lays over it an orange-red transparent sheet through which 
the drawing is clearly seen. With a plastic stylus he 
from the color sheet all areas not wanted, producing a 
drawing from which the engraver can make the color plate. 
The orange sheet is selected f'or this purpose because that 
color photographs the same as black. 
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If the artist should want to try out some other color, 
say a light blue--that color being planned for the printed 
page--he can select a blue sheet which, however, cannot 
serve as an engraver's drawing without the use of special 
filters by the photoengravers. However, he can lay an 
orange sheet over the blue drawing .and by tracing r~produce 
the color separation in orange ready for the engraver. 
When the work calls for more than one color, additional 
sheets are added. These can appear either as £ull colors or 
as combination colors ~here the sheets overlap. Thus a key 
drawing in black overlaid-with a yellow and a blue sheet , . 
. I 
•I 
'I 
can be worked up into a pre-separated drawing £or 
in black, y~llow, blue and green. 
reproduction: 
,: 
!" 
And the artist will know 
exactly what the printed piece will look like because the . 
. ti 
effect of the overlaid sheets is the same as the over-printed 1! 
,, 
I, 
colored printing inks. li 
I' 
After the pre-separated art work is £inished, the 
photoengraver or lithographer is given the three pieces o£ 1: 
I' 
copy--the black key drawing and the yellow and blue separation. 
:; 
drawings o~ the transparent sheets. From these the printing 
plates can be made directly although any color work other 
than orange and red must be photographed through color filters. 
The plates can be made without retouching or interpreta-
tion by the platemaker and the job is finally printed in 
il li inks corresponding to the sheets employed by the artist. 
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By doing his separation as he illustrates, the artist 
eliminates one of the chief causes of high plate costs--the 
retouching and hand work that must be done when colors are 
applied to the original drawing. 
All of the above refers to art work planned for 
reproduction by .flat color plates. The Bourges medium 
\I 
,1 applies also to halftone color work. With brush and water- ii 
1!
1 
11' r 
,II color, or with special pencils, light and shade and modeling 
1
',1 
I' ,i 
1.11 II 
. can be rendered on an~ or all of a number of color sheets 
II " :t " II 
1
1: .. 1· · employiedt• diti 1 d th t di t i ft ill 
n ra ona proce ures e ar reo or s o en 'j:, 
ll 
11 obliged to hand a .four-cplor original back to the illustrator 1! 
II for correction--to brighten the windows, make the sky bluer II 
!! I 
j! or subdue the foreground. Interpreting these corrections !) 
~~~ can be quite a headache and may endanger the original copy I! 
1 itself. The transparent sheets offer a safe, sure way of (1, 
determining a desired correction without touching the original! 
1
1'1 
/! copy at all. Unusual color effects in many full-color I! 
11 illustrations by top illustrators in the leading publications I! 
l! have been achieved by this method. tl 
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Today with the burdensome costs for the reproduction 
q 
of art work involving color, the responsibility falls heavily :!. 
on the commercial illustrator to prepare his copy .for the 
most economical and satisfactory reproduction. Many times 
a job.is started as an app:roved layout in pastel, next 
executed in watercolor by the artist, and finally printed in 
il p 
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No wonder the 
printed piece does not come out as originally visualized in 
'\ I, 
!I 
I' 
,I 
il 
!I 
the layout. To correct this problem and many others, the li 
li 
basic printing ink colors should extend back to the conception 
li of the job. This is made possible by the Bourges medium. 
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THE BOURGES PROCESS 
SLIDE SERIES B 
SECTION A - THE BOURGES PROCESS MATERIALS 
I 
I' 
B-A-1-c 
B-A-2-G 
The Bourges Process is based on ten transparent colors 
plus black and white. The colors match those of standard 
printing inks. The inventor of the process has named them 
as follows: 
Process Red, Poster. Red, Orange, Poster Yellow, 
Process Yellow, Grepn, Process Blue, Poster Blue, 
Purple and Brown.l/ 
The colored sheets are named COLOTONE, and the black 
and white sheets are named SOLOTONE. Both Types are 
available on Standard Sheets, Adhesive Sheets, in Liquid 
1/ J. Bourges Mayfield, New Techniques in Practical 
Art for Reproduction, (New Yor~Repro Art Press, 1951), 
P.18";-
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£or.m, and in Pencil form. The liquids and the pencils are 
made in full strength color. The sheets are made in £1ve 
variations of tint strength. These range £rom 100 per cent, 
70 per cent, 50 per cent, 30 per cent, to 10 per cent of the 
full color value. All tints are continous tone and do not 
contain dot patterns. The liquids can be blended with water 
to obtain lighter values as desired. 
Mayfield stresses the two main functions of these 
sheets: 
• • • fi~st as mechanically accurate copy for the 
camera; ~d second, as a color guide £or the printed 
~esult.l/ 
Since all the colors are standard ihk pigments, any 
good ink company can duplicate them on the presses. 
1/ .!£!.<!· ' p. 46. 
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B-A-3-C 
The Bourges Process materials consist of the following 
essential items: 
The Standard Sheets . These contai n the various color 
tints plus black and white. They do not have adhesive 
backing~ and are used as overlays. 
The Adhesive Sheets. These contain the various colors 
and color tints plus black and white . They are treated with 
an adhesive backing, a nd are adhered to the original copy. 
The Kleer Base Sheets. These are transparent plastic 
- -
sheets to which color may be added. 
The Test Set. This contains cuttings of over sixty 
---
different colors and tints, black, white, Kleer Base, and 
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an orange color used full strength which is called 
Transopaque. (This color has special uses, and these uses 
will be discussed in Section D of this series.) 
~Liquid Colotone. This liquid color is .available 
in all the colors of the sheets. It is transparent, and is 
used to add or replace color to the sheets. 
The Coloremover. This is a liquid. It is used to 
remove large areas of color from the sheets. 
The Stylus. This is a special tool designed for out-
lining and removing color. 
The Modeling Eraser. This is a grit-free eraser. It 
is used to highlight or remove the pencil modeling. 
The Colotone Pencils. These pencils come in all the 
colors, plus black and white. They are used to add color 
to the sheets, and for special modeling work. 
I 
B-A-4-C 
The Colotone Process Sheets are of two types: Standard 
and Adhesive. 
The dhesive Sheets shown here are thin (.002) plastic 
sheets~ and are coated with the various required colors. 
They are transparent, have a pressure adhesive backing~ and 
are easily cut out for use. The protective backing is simple 
to remove ~ and the shee ts can be adhered to any surface---
paper, photostat, class, and other types. They will not 
slip~ and they are not adversely affected by heat. 
The author points out that: 
The Adhesive Sheets are used when color is to be 
added directly to art copy, primarily to prepare dummies 
and layouts. As long as copy is not to be used for 
reproduction, there is no limit to the number of colors 
that can be adhered over each other to obtain the 
.f 'a-J<tr. I jo:l • -s• 
Schooi of-Ed' -:ation 
Ubrary 
10 
desired ef'f'ect. 
This type of' shee t is also used to prepare line 
separation overlays for reproduction where copy does 
not require large areas of color. These sheets can 
also replace areas of Colotone that have been accident-
ally removed from a Standard Sheet overlay. 
The Adhesive Sheets are not used for halftone 
reproduction, except to add areas of .solid color. 
(The backing may i~terf'ere with the smoothness of' 
the reproduction.)-/ 
B-A-5-C 
In this picture the artist is using the Test Set samples 
of' Colotone Adhesive Sheets to determine which color he will 
use to dramatize a photograph. He can be sure that the 
color he chooses will be a ccurately reproduced in the final 
reproduction. The client sees exactly what he will see in 
his finished ad. 
1/ ~., P. 20. 
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and 
PEEL UP 
B-A-6-c 
We will now consider, in broad terms, the simpler 
mechanics of using the Bourges Process materials. The 
Adhesive Sheet is a basic one, and certain steps must be 
followed in order to use it properly. The first step is the 
cutting out of the amount desired for use . It is best to 
cut out an area slightly larger than needed. The backing is 
transparent , making it possible to see the underneath drawing 
quite clearly. 
One should be careful not to touch the adhesive backing 
in such a way as to leave fingerprints. They will cause an 
impress ion which w1.11 photograph and spoil the work . It is 
best to use some type of frisket knite to separate the sheet 
from the protective backing. 
1oa 
ADHERE 
B-A-7-C 
The Adheslve Sheet should be adhered to the copy as 
quickly as possible. Continued exposure to air will reduce 
the effectiveness of the adhesive. Be sure that the 
drawing to be treated is fully prepared to receive the 
Adhesive Sheet before cutting it for use. · 
When laying down the Adhesive Sheet for use in the 
intended position, be sure to avoid fingerprints on the 
adhesive. When the sheet is in position and is smooth, 
proceed to rub it down lightly. This light rubbing should 
be done ~ a clean sheet of paper. This will avoid any 
chance of damage by scratching. 
. 
... 
REMOVE 
B-A-8-C 
Unwanted color is removed by two methods. The first 
method is· to cut on the exact outlines of the drawing 
underneath. The excess Adhesive Sheet is then easily peeled 
off . If the sheet has . been rubbed down too hard, it will 
be difficult to remove excess. This is the reason why the 
initial rubdown should be light. 
The second method is used when the outlines are too 
intricate to be easily followed for cutting. In this case 
the color is removed with the stylus, and the clear plastic 
base is left attached to the copy. Be very sure that all 
undesired color is removed. Small specks will photograph 
and must be removed by the printer. This results in added 
coats for retouching negatives. 
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B-A-9-C 
The last step in attaching the Adhesive Sheet to the 
drawing is the hard rubbing. This is done over a clean 
sheet of paper in order to protect the Adhesive Sheet from 
scratches and abrasions. Use a smooth bone burnisher, or 
a similar instrument, for this rubbing. 
It is wise to follow up this last step by making a 
protective flap from heavy tissue paper. This will cover 
the finished job and protect the work during the travels 
it may take from the drawing board to the client. 
These sheets are quite serviceable, but they are still 
a delicate art medium. They must be treated as any working 
tool: with consideration and care. 
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ATTACH 
Attach different colors to 
different sidea of art copy 
B-A-10-C 
Unlike the Colotone Adhesive Sheet we have just 
discussed, the Colotone Standard Sheet is used only as an 
overlay; never adhered to the copy or drawing. This type 
of' sheet is attached in position by means of tape attached 
to ~ side only. The taping of all four sides will cause 
air to be trapped inside. A sudden change in atmospheric 
conditions could cause this air to expand. As a r;ult, the 
overlay would buckle and be ruined. 
When more than one color overlay is used, each one 
should be attached to a different side of the drawing for 
easier working. The Standard Sheets can be used for halftone 
as well as line reproduction. The reason for this is that 
they have no adhesive backing to interfere with the clarity 
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of a screened reproduction. 
The Standard Sheets are used only when colors are to be 
applied as overlays - mainly for reproduction. 
OUTLINE 
B-A-11-C 
The Standard Colotone Sheet is not outlined by cutting. 
The Stylus is used to outline the areas of color that are 
to remain. It removes color with a sharp, clean edge. 
Mayfield!/ recommends that a light, lifting stroke be used, 
and that excessive pressure should be avoided. He points 
out that it is never necessary to press so hard as to cause 
damage to the surface of the plastic sheet. 
The author recommends that: 
When the overlay is to be used as S'epara tion copy 
for reproduction, leave color to the full side of the 
outline. Practical color separation art should always 
have a slight color overlap be~~se of its advantages 
to the platemaker and printer._/ 
1/ 
?:,/ 
Ibid., P. 22. 
Loc. Cit. 
---
The outlining of copy areas that have clean, straight 
lines , is aided by the use of a metal ruler . 
REMOVE 
LIQUID COLOREMOVER 
B .... A-12- C 
The Liquid Coloremover should be used to remove l ar ge 
areas of color from the Standard Sheets . There are two 
ways of us ing this Coloremover. One is to dampen the 
surface of the sheet with the liquid by means of a cotton 
swab, and remove the softened color with the wedge end of 
the stylus. 
The other method is to use the cotton swab to rub t he 
color off the surface . Either method is a matter of 
preference . 
All excess particles can be brushed off with dry cotton~ 
soft brush, air spray, etc . This should be done before the 
particles have had a chance to dry and fuse again to the 
plastic sheet . The color removal can be checked over a 
sheet of white paper to make sure that all spots are 
removed. 
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B-A-13- C 
Both types of sheets are adaptable to various color 
removal techniques. These are used when the artist desires 
a special effect, and when this effect wdll effectively 
interpret the original drawing. 
Some basic effects, and the means of attaining them, 
are as follows: 
1. The Stylus . This ~ anstrument is excellent for 
obtaining broad stroke effects. It should be kept sharp 
with emory paper. 
2. Scratchboard Tools. These are available at any 
art store. They may be said, however, to comprise almost 
any type of sharp cutting edge. They are used for fine 
line cross-hatching, and delicate line effects generally. 
~===--
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The cutting edges must be rounded slightly in order to avoid 
any damage to the plastic·sheet. 
3· The Needlepoint. This is used for extra fine detail. 
Mayrieldl/ advocates a phonograph needle for such work. The 
point has been mechanically rounded and will not damage the 
plastic sheet. 
4• ~ Sponge. Rough textured effects can be obtained 
by softening the color with liquid Coloremover, and then 
patting the surface with a coarse, dry sponge. A piece or 
dry cotton will give a somewhat finer efrect. 
5. The Stiff Brush. An interesting efrect is obtained 
by stippling the softened surface with a stiff brush. If 
the brush is stirr enough, the surface need not be softened 
for this technique. 
6. The Eraser. Dry brush errects are obtained by the 
use or the special Modeling Eraser. Mayriel~/ ~uggests 
that the best erfects may be obtained by the use of several 
light stroked to remove the colors, rather than one heavy 
stroke. 
7• The Rough Surface Technique. The author states that: 
By placing a rough surface, such as sandpaper, water~ 
color board, etc., under the Colotone Sheets when · 
removing the color, varied textured effects can be 
obtained• The Modeling Eraser is usually used to 
create this type of effect. However, a paste abrasive 
similar to that used to reduce photographic negatives 
!/ Ibid~, P. 23. 
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can also be used. A small amount rubbed gently over 
the surface removes the color more gradually and so 
picks up more of the texture of any rough surface 
that is underneath. Bebause the color coating may 
not be completely removed in all places it is1best to reproduce this type of effect by halftone.-/ . 
The techniques described are basic, but they can be 
used for a wide variety of effects. The student is limited 
only by his own imagination in devising many interesting 
color removal methods. He must keep in mind at all times 
that he is a craftsman, and that any art medium to be used 
effectively must first be understood. 
SOFTEN SURfACE 
B-A-14-C 
The results of color removal must be thoroughly checked. 
Use a p i ece of clean white paper underneath the overlay. 
l/ Ibid. P. 23. 
12 
Excess color, specks or otherwise, will be apparent at once. 
Effects obtained with the stylus and other tools can be 
checked in the same manner. 
B--A-15-C 
Color can be added to both types of sheets by the use of 
the Colotone Pencils. They are available in full strength 
colors, and are blended to obtain different values. The 
following advice is offered on when to use the Colotone 
Pencils: 
The Colotone Pencils are mostly used to add small areas 
. of softly blended color. If applied too heavily this 
color tends to become opaque. Because of their blending 
quality the pencils are not used to add sharp line detail. 
The Colotone Pencil is to be used only on the Golotone 
surface and will not hold o~ the Kleer Base plastic sheet.lj 
1/ Ibid., P. 26. 
113 
The Colotone surrace has a slight tooth which offers 
modeling possibilities. The pencil color can be blended 
with the fingers or soft tissue. When modeling large areas, 
first work a small rumount of vaseline into the _Colotone 
surface, then wipe off the excess. This treatment helps the 
color to blend more easily. 
The Modeling Eraser contains no grit 1 and can be used 
to remove the pencil modeling where highlights are desired. 
The eraser should be used lightly~ or it will remove the 
Colotone surface as well. A softened pastel stump dampened 
with water will also remove color. The removal of heavy 
· modeling should be done arter the excess color has been 
wiped off with cotton. The plastic stylus will remove both 
the pencil and the Colotone surface for pure highlights or 
special effects. 
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B-A-16-c 
Color can be added to the Colotone Standard, and the 
Colotone Adhesive Sheets by using Liquid Colotone. The 
qualities of this liquid color, and the proper preparations 
for its use are described by Mayfield: 
These colors have been especially formulated to 
be used on plastic which has no absorption. They 
contain a special transparent adhesive which makes 
it possible for them to be painted on the color 
coating or base plastic sheet without crawling. 
They can also be applied over the pencil modeling. 
The lighter values of the colors are obtained by 
diluting with water. Water reduces the adhesive 
quality of the colors. When it is necessary to 
dilute a great deal, a few more drops of transparent 
adhesive must be added to retain the proper balance. 
The same adhesive is used with all the liquid colors. 
It is called Bourges "B" Adhesive. Caution : Adding 
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too much adhesive w~ll retard the drying qualities of 
the liquid colors.l/ 
The Liquid Colotone can be applied with a brush, a pen, 
or an airbrush. Various techniques ar.e used. 
B-A-17-C 
Mayfield suggests the following precautions in using 
both techniques for applying Liquid Colotone: 
Before painting the liquid color on the Colotone Sheet, 
be sure the surface is perfectly clean. Dust, lint, etc. 
will prevent the color from drying smoothly. Use a good 
size brush and flow the color on quickly. Don't flood 
the color too heavily or it will take overly long to dry 
and tend to lose/any modeling or blending effects that 
may qe desired.~ 
1/ Ibid. , P. 24. 
2/ I.oc. Cit., P. 25. 
~ -- --=--= 
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Four basic effects are worth ment~oning, and may be 
attained with the brush. One is the softening of edges by 
means of wiping the edge_ of a tone with a wet brush. This 
must be done before the applied color has had a chance to 
dry. 
A second one is the application of smooth tones. These 
are achieved by applying the liquid color in quick, even 
strokes. A leveling agent contained in the color helps it 
dry smoothly. Excess color can be removed with water, and 
sharp, clean edges can be attained. 
A third effect is that of water-color technique. The 
Colotone Sheet is first dampened w1th a mixture of water 
and several drops of 11 B11 Adhesive. The liquid color is then 
applied arid swirled, or thinned out with the brush for water-
color effects. 
A fourth effect is that of the familiar spatter 
technique. The Liquid Colotone is applied with a sponge, 
stipple brush, an old toothbrush, or any other means desired 
by the artist. 
Airbrush techniques are a special skill. The author 
gives definite advice for this method, and is careful to 
point out that: 
For airbrush work, many artists prefer to dilute 
the liquid color with only the 11 B" Adhesive. This 
seems to make the color lay more smoothly and does 
not add appreciably to the drying time, because the 
color is applied so thinly. Do not spray too much 
color at one time as it may puddle. Build up the 
tone gradually by spraying several- coats of color, 
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letting/ach dry thoroughly before adding the next 
layer.! 
Soft vignettes and smoothly blended areas can be 
obtained by using the Kleer Base Sheet as an overlay. Very 
close details can be blended with an airbrush. The color 
can be wiped off with water, and this means that much 
troublesome masking is eliminated. 
Pen techniques can be employed wi.th the Liquid Colotone !~ 
for a variety of effects. Fine details and fine lines are 
attainable with the more delicate pen points, and heavier 
treatments can be achieved with lettering pens. The pen 
should be used lightly to avoid scratching the color coating 
on the Colotone Sheet. 
!/ ~~ P. 25. 
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B-A-18-C 
Additive color e££ects are obtained by ·adding the deeper 
tone o£ one color to a lighter base color. This is opposite 
£rom subtrac tive color (slides 19 and 20) ef£ects in which 
dif£erent colors are superimposed. 
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B-A-19-C 
The transparent Standard Colotone Sheets ror.m dirrerent 
colors when superimposed. ThelOO per cent blue sheet appears 
green when placed over the 100 per cent yellow. The 
resulting color is a brilliant yellow green. The 100 per 
cent red over the 100 per cent blue produces red violet, a 
rich, but neutralized color. The three colors together 
would produce a rich warm black. This slide shows the three 
basic color plates ror a cover design. 
These three plates are matched, and were made up with 
100 per cent Process Red, Yellow, and Blue. Note that the 
yellow plate is slightly smaller in area than the red plate, 
while the blue plate is the largest area or all. 
20 
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B-A-20-C 
This is the finished cover design as printed. Some 
places have printed pure yelloy, some blue, and some red. 
Others have printed yellow green, red violet, and a warm 
rich black. In other words, by using the subtractive 
principle, two extra colors plus black (where all three 
colors printed together) were obtained from the original 
three. 
THE BOURGES PROCESS 
SLIDE SERIES B 
SECTION B - LAYOUTS AND PRESENTATIONS 
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B-B-2-C 
This layout was prepared on regular layout tissue. The 
photograph was rubber cemented to the tissue. The color was 
added with the Colotone Adhesive Sheet, and was cut out to 
size berore adhering. This is the best way of handling small 
areas of color treatment. The Adhesive Sheet was adhered 
over the tissue and the photograph without difficulty. The 
color used in this layout is the 100 per cent Process Yellow. 
This kind of treatment gives the effect of a printed piece, 
and layouts for an entire campaign can be handled in this 
manner. 
- -- -;....--=-~ 
PACKAGING 
PRESENTATIONS 
B-B-3-C 
The Adhesive Sheets are coated on a thinner plastic 
than that used for the Standard Sheets. Because of this 
they can be folded or bent. This makes them adaptable for 
multiple color presentations for packaging. The pressure 
adhesive will adhere to any smooth surface, including glass. 
Mayfield!/ points out that opaque colors can be achieved by 
a dhering the transparent colors to the 100 per cent White 
Solotone Sheet. White paper can be used equally well for 
this purpose. Lettering and fine detail can be added with 
the Liquid Colotone. This coloring will not chip or flake 
when folded or bent. 
1/ Ibid. P. 32. 
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B-B-4-C 
Graphic presentations can be made colorful and effect-
ive with the Bourges Process materials . This fact has 
considerable significance for visual aids, both flat and 
projected. As Mayfield states: 
There is a new field that has grown to tremendous 
proportions in the past few years. It is generally 
called graphics and primarily covers the preparation 
of individual presentations, or a small number of 
duplicates of charts and graphs and other visual aids. 
The characteristics of Colotone and Solotone have made 
them a highly suitable medium for preparing this type 
of copy. 
The graphic departments of organizations such as 
Time and Life Inc. use these materials because of their 
brilliant colors, which are especially suited for 
projection. • • .Research departments of advert ising 
agencies such as Dancer-Fitzgerald and Sample usa 
Colotone because of the speed and simplicity with whilh 
their presentations can be prepared with this medium.-/ 
The standard Colotone Sheets are used when large areas 
1/ Ibid, P. 122. 
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of color are desired, but are not to be adhered directly to 
the copy. They are used as overlays in this case. 
The Colotone Adhesive Sheets are · used when smaller 
areas of color are to be used. They can be adhered directly 
to the copy, added to the Standard Colotone Sheets for 
touches of detail or special effects, and they can be adhered 
to a sheet of clear plastic for use as an overlay. 
The Liquid Colotones can be applied for fine details 
such as graph lines. They can be used on the clear sheets of 
plastic for overlay effects, and painted on either the 
Standard Colotone or the Colotone Adhesive Sheets as desired. 
The author suggests certain precautions in preparing 
copy for projection, whether flat or opaq~e. He points out 
that: 
When Colotone is combined with the actual projection 
copy the following factors should be taken into 
consideration. The work must be done very carefully, 
for the enlargement will show up any misses, and any 
slight unevenness where the Liquid Colotone has been 
applied. If the enlargement is considerable it will 
show up the slight granular reticulation in the 
Colotone surface of the Standard and Adhesive Sheets. 
This grain will be minimized by projecting to a 
beaded screen. 
Colotones have been very successful in preparing 
both opaque and transparent copy for film strips. 
Tests have shown that film strips made from copy 
prepared with Colotones have been photographed and 
duplicated more accurately than copy prepared with other 
mediums. Colotone colors react most uniformly and 
brilliantly on color film.l/ 
1/ Ibid, P. 122. 
126 
--~-
127 
- -----~::::::--- ----~-~-=-
THE BOURGES PROCESS 
SLIDE SERIES B 
SECTION C - SOLOTONE OVERLAYS FOR BLACK AND WHITE 
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B-C-2- BW 
This Slide shows the Solotone materials. The five 
different values are 100 per cent, 70 per cent~ 50 per cent~ 
30 per cent, and 10 per cent. These sheets, white or black, 
are attached as overlays . They are not adhered to the £££l• 
The Adhesive Solotone Sheets are used for layouts and 
presentations, and ~ adhered to the £22Z• 
The Liquid Solotones are Black and White liquids. They 
can be painted on plastic without crawling or chipping. They 
are made in full strength and can be diluted with water. They 
are used for additional modeling, and to make corrections. 
The Solotone Pencils are available in Black and White. 
They are made up in full strength, and are used to add 
modeling to the Solotone Sheets. They are easily blended 
- = :- =· - ~.-= 
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for lighter values. 
The Standard Solotone Sheet is the moat important of 
all the Solotone materials. Speaking of both the Gray and 
White ranges of the Standard Solotone Sheets, Mayfield states ;; 
that: 
Solotone Sheets are used primarily to add mass areas 
of tone to black and white photographs, illustrations, 
etc. Usually this is done to change the contrast, either 
by lightening or darkening parts of the picture. This 
type of sheet is not intended to replace regular retouch-
ing or painting, but rather to be used in conjunction 
with it• These smooth overlays change tone value quickly 
and easily, but are not used to change detail. In.an : 
instance when original copy has been intricately retouched, :! 
or is particularly valuable, there is even more reason for 
adding large areas 7of tone by overlays, thereby protecting I the original copy .1 .: 
1/ Ibid., P. 38. 
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B-C-3-BW 
The White Solotone Sheets are used for lightening 
backgrounds in order to bring out certain parts of the copy 
in a dramatic fashion. The effect is referred to as the 
"phantom effect". 
The first step is the testing of the White Solotone 
Sheet. The second step is ~he attaching of the White 
Solotone Sheet by means of tape along one side. The third 
step is to remove unwanted tone by means of the stylus (as 
shown) or with the Liquid Coloremover. The fourth step is 
to check the overlay by placing a sheet of black paper 
beneath it. This will show up any spots that may have been 
missed. 
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B-c-4:..Bw 
This shows the results or using the White Solotone ror 
a phantom erfect. A 50 per cent White Solotone Sheet was 
used to prepare the overlay. The rigure of the man now 
stands out from the rest of the picture. The remainder of 
the p icture is not only much lighter, but is now fogged in 
detail, increasing the phantom effect. 
1::12 
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GRAY Solotones 
B-C-5.;.BW 
The Gray Solotones are widely used where light areas 
are to be accented. A 30 per cent Standard Gray Solotone 
Sheet was used here to accent the whiteness of the gloves. 
The s heet was l a id over the original photograph, the area of 
the gloves was removed by the stylus, and the finished effect 
was obtained with a single halftone negative. The overlay 
was left in position over the original photograph, the unit 
was placed in position, and one shot with the camera provided 
the halftone negative from which the plate was made. 
.:_-""-- =--==== 
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B-C-6.-BW 
The problem here was to add a smooth gray background to 
the ori ginal sketch. The 30 per cent Standard Gray Solotone 
Sheet was placed over the sketch, and the highlights were 
taken out with the stylus. The sheet ,.,ra s left in place, and 
the unit was photographed in one shot to make the final plate 
as shown. By this method, a whole series of original sketches 
can be altered for special effects without damaging or chang-
ing any one of them~ They can all be preserved intact, and 
may be used later in other ways. 
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B-C-7--BW 
This is a black-and-white interpretation of the cover 
design shown in alide 20 (Series B-A-20), and was prepared 
with a 30 per cent Standard Gray Solotone Sheet and a 
50 per cent Standard Gray Solotone Sheet. A minimum of black 
line detail was achieved by using the Liquid Black Solotone. 
The reproduction was made with one halftone negative shot. 
The highlights were automatically dropped out in the camera. 
THE BOURGES PROCESS 
SLIDE SERIES B 
SECTION D - TRANSOPAQUE AND COLOTONE 
FOR LINE SEPARATION 
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B-D-2-C 
The Transopaque red-orange is used in three forms. 
The first is the Standard Transopaque Sheet. It 
consists of a transparent, removable red-orange color coated . 
on a semi-~igid plastic sheet. 
The secnnd is a thin, and more pliable, plastic sheet 
backed with adhesive. It is coated with the same type of 
transparent, removable red-orange color. It is called the 
Adhesive Transopaque Sheet. 
The third is called Liquid Transopaque. It is the same 
transparent red-orange color in liquid form. It can be 
painted on plastic without crawling or chipping. 
The Transopaque Red-Orange colors are always used full 
strength. These materials are used as overlays only, and 
,. 
j! are important in the Pre-Separation of art work for reprod-
uction. The term "pre-separation", means that the various 
colors in the original art work, for which separate plates 
must be made for reproduction, are separated physically by 
the artist before the art work goes to the printer. 
The artist, by using the Transopa.que Sheets and colors, 
can separate the various colors on the drawing board. If 
original art work goes to the printer for color separation, 
·it means that the platemakers must practically re-create the 
work in order to obtain accurate color plates. This results 
in extra. costs and is time consuming. Mayfield stresses the 
importance of this fact when he states that: 
When a. reproduction is to be printed in more than 
one color a physical separation of the colors must be 
made in order-to obtain the separate printing plates 
required for each basic color. This may be done by the 
platemaker or by the artist at the time he prepares the 
art copy. 
When the art copy is prepared with the colors blended 
on the same surface the platemaker has to do the 
separation. Although this is advisable for certain 
types of copy the reproduction is so costly that it 
becomes impractical for a great volume of color work. 
The high cost is caused by the fact that the basic 
colors~annot be completely separated by photomechanica.l 
methods. Filters only give a partial separation and 
much of the work must be done by hand by a very skilled 
craftsman. Black is always a particular problem in 
separation. Being a combination of all colors it 
reacts to film in the same ways as the individual color 
the cameraman is attempting to photograph, consequently 
it is impossible to separate it from any of the colors. 
There does not have to be any of this costly and 
time-consuming ·hand interpretation when the artist 
prepares the separation. This is done by applying the 
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colors as overlays, a separate one for each basic color, 
rather than blending them together on the same surface. 
This gives the same visual effect but the colors are 
completely separated from black and from each other. 
The separate color overlays however simply or intricately 
worked up, are used as actual camera copy and can be 
accurate!~ reproduced entirely by photo-mechanical 
methods.l.t 
- .~iiiii&:-----..,-----~--1 ATTACH-
REMOVE-
B-D-3-C 
This slide illustrates the three steps in preparing 
art work for color separation by means of the Transopaque 
Red-Orange Sheets. 
1,/ Ibid. , P. 46. 
:j 
:i 
I ,, 
d 
:i 
II 
:! 
:I 
il 
138 
. r 
-. 
~-.. . , . .. .
B-D-4-c 
.=lf 
This slide shows a wash drawing as the key copy, and the 
matching areas of Trans opaque Red-Orange as prepared on the 
overlay. Because this overlay is matched to a wash drawing, 
a halftone negative must be made , requiring that the overlay 
and x he wash drawing be photographed separately. 
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B-D-.5-C 
This slide illustrates the finished reproduction achieved 
by the use of the Transopaque Red-Orange overlay sheet. 
Transopaque 
B-D-6-c 
This is a black and white drawing ready for masking 
with Transopaque Red-Orange. A mask is simply another term 
for an overlay, attached and prepared in the same matched-
line overlays as shown in slides B-D-4 and B-D-5. 
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B-D-7-C 
Here is the reproduction resulting from the use of a 
Transopaque Red-Orange maak, made up on as an overlay. The 
Adhesive Transopaque Sheet and the Transopaque Liquid can 
also be used. This choice depends on the size of the areas 
to be tinted. Small pieces of the Adhesive T_ransopaque may 
prove to be more economical. The same principle applies to 
the Liquid Transopaque. It is worth repeating that the 
Adhesive Transopaque and the Liquid Transopaque are never 
applied direct to any work; they are adhered or applied to 
the Kleer Base Plastic Sheets for use as overlays. Art work 
in more than one color always requires separate plates for 
each coler, and a press run for each color must be made. 
Several overlays can be photographed at the same time as the 
original sketch, and will be incorporated in the same negative. 
This oftens saves film costs and cuts down camera time. The 
--=- ---==-
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portions of the negative containing the image for each color 
plate, however, must be cut out in order to make the separate 
plates for the final reproduction. 
B-D-8-C 
These red and black sketches were p repared with a Trans-
opaque Sheet attached over a pencil sketch. The actual sketch 
in black ink was prepared alternately with the red-orange 
overlay. The artist worked on the pen drawing underneath, 
then worked on the overlay, and by alternating the phases of 
the work in this manner achieved a very close blending of the 
two sketches. The delicate modelings and fine lines were 
obtained by using a slightly rounded needlepoint for removing 
color. The larger areas of excess color remaining outside the 
drawing were removed with the stylus. 
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This slide illustrates the finished reproduction 
resulting from the methods we have just shown and described. 
The black in the press run, due to the red beneath it, has 
achieved a rich warm quality resulting in a t ruly two-color 
effectiveness . 
1~3 
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2. ADHESIVE 
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B-D-10-C 
These are the Colotone Sheets. They are used for 
adding flat color overlays for Line reproduction in actual 
color. They are prepared in the Standard Colotone Sheet and 
the Colotone Adhesive Sheet. A Liquid Colotone is also 
available. 
The term "actual color" me~ns that one or several color 
overlays can be prepared in the actual colors that will be 
used in the finished reproduction of the original art work. 
The Colotone Sheets are used when slightly more can be spent 
for reproduction, and more control is desired. We are 
referring in this series of slides to the use of Colotone 
overlays for line separation. Keep in mind that a line plate 
is one which is designed to reproduce solid lines from fine 
to heavy, and solid areas of color. A halftone screen is 
not used to make this type of plate. 
For line separation work, the Colotones are used in the 
deeper values only. This means that no color would be used 
at less than 50 per cent of full strength. This allows the 
colors to be reproduced as regular line copy on black and 
white film. Orthochromatic film is generally successful, 
and although two filters are required in the camera work, 
th~ increased cost on this account is neglible. 
The use of the Colotone may be summed up as follows: 
1. The Standard Colotone Sheets. These are used in 
the deeper values of 50 per cent to 100 per cent to prepare 
separation overlays when the sections of color will cover 
considerable areas. 
2. The Adhesive Colotone Sheets. These are used in 
the deeper values of 50 per cent to 100 per cent to prepare 
separation overlays when the areas of color are relatively 
small. The assumption here is that the color areas are so 
small that it would be impractical to remove large areas of 
color from the Standard Sheet. At the same time, the areas 
of color would be too large to paint in smoothly with the 
1 Liquid Colotone. 
These Adhesive Colotone Sheets are never adhered to the 
drawing itself. They are adhered to the Kleer Base Plastic 
Sheet, and the desired Color sections are cut out as required. 
3. The Liquid Colotones. These are used in the deeper 
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values of 50 per cent to 100 per cent, and are painted on 
the Kleer Base Sheets for use a.s separation overlays. They 
are used when small amounts of color are required, to add 
fine lines, and to replace small areas that have been over-
looked or removed accidentally. 
B-D-11-C 
The color overlay shown here was created with a 70 per 
cent Process Blue Standard Colotone Sheet. It was attached 
over the black and white illustration shown, and the blue 
color was removed in the highlight areas. The overlay is 
now ready to be photographed with a line negative. 
-- =;r -- -= ===-=-= 
B-D-12-C 
This slide illustrates the rinished reproduction as it 
appeared in a leading magazine. The black-and-white key 
drawing was photographed as a regular highlight halftone. 
The blue plate was given the first run through the presses, 
and the halftone plate, representing the key drawing, was 
run last. 
B-D-13-C 
The next step in the use of' the Colotone Sheets is the 
creation of two line overlays. Here we see the finished 
reproduction, and the three separate pieces of art work 
necessary to achieve a striking color effect. 
The key drawing is the black pen drawing. When this 
was made , the artist inked in only the necessary detail f'or 
those lines, and the areas that would print black. The 
remaining pencil lines were left in to serve as a guide f'or 
removing the color from the Colotone overlay sheets. After 
the overlays were completed, the pencil lines were erased so 
as to leave no harsh outlines around the color areas. 
The Standard C olotone Sheets were used f'or t he overlays 
in 100 per cent strength. The colors chosen were Process 
1~8 
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Red and Proces s Blue. The artist, in this manner, creates 
three pieces of pre-separated art copy for the platemaker . 
All three pieces in this case were photographed as line 
negatives. 
Notice the red-violet colors created when the blue 
plate was printed and overlapped on the red. This was 
planned by the artist, and adds a fourth color to the 
finished reproduction. The black plate was run last in order 
to insure the richness of pure black . This is standard 
practice in flat color reproduction, and is true of almost 
all color reproduction. 
B-D-14-c 
This illustration was prepared with two Colotone over~ 
lays . The key sketch was a black-and-white wash drawing. 
The Standard Colotone Shee t was used ror the blue1 and the 
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yellow, because so little was required, was prepared with 
the Liquid Colotone on a sheet of the Kleer Base Plastic. 
Process Blue and Process Yellow were used at 100 per cent 
strength. 
The overlays were photographed as line negatives , and 
the wash drawing was photographed as a highlight" halftone. 
In a case like this it would not matter whether the blue 
plate or the yellow was run first through the press. The 
yellow is designed to print full strength, and not as an 
undertone for the blue which would rea1lt in a fourth color 
of yellow green . The halftone plate for the wash drawing 
was run last through the press . 
B-D-15-c 
Here we see a key drawing section (upper left) with a 
minimum amount of black. This will a-l.tl.roJw the colors to 
reproduce more brilliantly. The three matching color plates 
shown were created with 100 per cent Process Yellow, Red, 
and Blue . The Standard 6olotone Sheets were used . The over-
150 
lays were worked so as to take full advantage of addition-
al colors obtainabl by the overlapping of color areas. The 
scratchboard effect ion the elephant was obtained with a 
I 
rounded needlepoint and applied directly to the Colotone 
overlay. 
B-D-16-C 
Flat-•·olot· 
~•·pat·ation 
Tc·dtn icllH'"' 
This illustrat s the finished reproduction obtained from 
I the pre-separated art work just shown. (The section just 
I 
shown takes in part f the elephant's head, and most of the 
tiger's head). Note the appearance of green resulting from 
the over-printing of the yellow and blue. Touches of violet 
have appeared in the elephant, and the palm trees are a rich 
orange color. 
The reproduction was made with four line negatives. 
Filters were used fori the yellow and blue overlays • All 
colors were printed solid, and were made up by the platemaker 
as line plates. 
I 
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B-D-17-C 
This illustration was prepared with three flat-c'olor 
overlays over a black-and-white wash drawing. Because a 
mare subtle effect was desired, the 50 per cent values of 
the Process Red, Yellow, and Blue were used. The Standard 
Colotone Sheets were used for these overlays . The interest-
ing stipple effect of the sky treatment is called a vignette 
technique. Because it has cleanly separated areas of white 
spaces and color, it can be photographed as a line negative. 
The colors are more subtle here, due to the 50 per cent 
strength of the Colotones used. The violet, obtained where 
the blue over-printed on the red, is more subdued than in 
previous examples. The touches of green are also notable 
for their reduction of color strength. The large areas of 
152 
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pure white, and the touches of black, and all the accents 
and contrasts needed for a brilliant full-color poster 
15~ 
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THE BOURGES PROCESS 
SLIDE SERIES B 
SECTION E - COLOTONE TECHNIQUES FOR 
HALFTONE PRE-SEPARATION 
B-E-1-G 
B-E-2-C 
Up to this point we have been discusstl.ng the uses of 
the Bourges Process Materials in pre-separating art work for 
reproduction in flat colors only. In this connection we 
have considered line cut reproduction only. Beginning with 
t his slide, which shows the Standard Colotone Sheet and the 
Kleer Base Plastic Sheet, we will illustrate and discuss 
the use of Colotone overlays in pre-separating art work for 
halftone reproduction. 
Because the student should understand the difference 
between "regular process" and the "pre-separated process", 
it is important that they be described. 
When art copy is to be reproduced by the platemaker, 
the use o~ filters is required. This usually involves 
--= --- -=--
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several different types of filters, and their use is time 
consuming and costly. A great deal of masking, retouching, 
and dot etching is required in producing the halftone plates 
by this process. The final result, even though it may prove 
to be brilliant and effective, is an interpretation of the 
original artist's work rather than a photo-mechanical 
facsimile. The term "regular process" is therefore a trade 
term, and refers to the separation by the platemaker of the 
various colors for which printing plates must be made in order 
to obtain a halftone reproduction of original art work. 
The "pre-separation process" differs from the "regular 
process" in one main aspect. The artist, using the actual 
colors that will be the key for the final reproduction of 
the original art copy, pre-separates each color on overlays 
before the art work goes to the platemaker. According to 
Mayfield: 
The color or colors are added in the form of over-
lays, separate from each other and from the black and 
white copy, whereas with regular process, the colors 
are blended together on the same surface and must be 
separated by the platemaker. The requirements of Pre-
Separated Process copy are the ability and skill of 
the artist to create the desired effect and of the 
cameraman to accurately reproduce these separate pieces 
of copy on film. After this has been done the refiain-
ing operations are the same for both processea.l/ 
This slide, besides showing the Colotone Standard Sheet 
and. the Kleer Base Plastic Sheet, indicates the use of Liquid 
Colotone on both sheets. These materials, together or 
separately, are used in certain specific ways. 
~ 1/ _ Ib_id ~, ! . _12. 
1'~6 
1. The Standard Colotone Sheet. 
The Standard Colotone Sheets are used when the 
overlays are to contain a considerable amount of color. 
Additional color is added with the Liquid Colotones or the 
Colotone Pencils. 
2. ~ Liquid Colotones. 
The Liquid Colotones are used when very little 
color is to be used on the overlays. These colors are 
painted on the Kleer Base Plastic Sheets, and required 
blendings or gradations are easily handled. 
3. The General Color Ranges. 
The materials described are used mostly in the 
lighter colors. Almost all process overlays will contain 
at least a light value of color throughout. Generally 
speaking, the values used will not exceed 50 per cent of 
\ 
full strength. When deeper values are required, they are 
added with the Liquid Colotones or the Colotone Pencils. 
----------~~ .. ~----------~--------- ~------ ------ . ._ k--- ---- -----·---
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B-E-3-C 
This slide shows an original wash drawing, and a pre-
separated overlay made in the 50 per cent Blue Process . color. 
The overlay was treated with the Colotone Pencil and the 
Liquid Colotone to obtain certain modeling effects in the 
areas indicated. Highlights and textural effects were 
obtained with the stylus in the areas shown. 
158 
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B-E-4 ... c 
Here is the finished reproduction resulting from the 
use of the blue overlay shown in the previous slide. Before 
going on to the more complicated uses of these materials, a 
brief summary of their advantages is in order. The inventor 
summarizes as follows: 
ACCURATE-Colotone overlays are perfectly transparent 
and the artist can see to prepare the overlays with 
accurate register. All the color effects obtained 
with Colotone in Pre-Separated Process can be 
duplicated in the reproduction because the colors 
are standard ink pigments. 
ECONOMICAL - Reproducing from Pre-Separated Process 
art copy affects a considerable saving of reproduction 
time, through the elimination of handwork on negatives 
and/or plates. This is reflected in the reduced 
cost, which enables more color to be printed more 
economically. 
BETTER PRINTING COPY - The Pre-Separated Process overlays 
contain detail only in the desired color plate~ 
Consequently the reproduction is cleaner and does 
not contain the overlapping detail usually found in 
regular process reproduction. Thus Pre-Separated 
Process is particularly suitable for color work 
requiring hairline register. 
-=== --~- .....,. --,----=. =-
FLEXIBILITY - Even if Pre-Separated Process copy has 
been prepared for two colors, additional overlays 
can always be made, allowing the same illustration 
to be used for three or four - color reproduction . 
By the same token, the color overlays can be removed 
entirely, and black-and-white illustration used 
independently. 
CREATIVE - Pre-Separa ted art copy is an entirely new 
concept of art copy preparation. In addition to 
creating the existing styles and techniques 1 
completely new ones will evolve, because of different 
characteristics and working techniques of this new 
material . 
WIDER USE OF COLOR - Any shop capable of producing good 
black- and- white work and that has a good halftone 
cameraman can make accurate color reproductions 
from Pre~Separated art copy. This greatly increases 
the number of plants a111Qver the country capable 9f producing color work. _/ 
Pr•·- •· pa•·a h·•l 
u..,,,uu•· , ... 1 , ~ 
B-E-5-c 
The red overlay shown here was prepared with 30 per cent 
Standard Colotone Sheets. Two Poster Red s heets were used, 
and additional color strength was obtained by overl apping in 
the areas indicated. Soft blending and rletail effects were 
1/ ~. , P. 73 . 
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I 
added with the Colotone Pencil and with the Liquid Colotone 
I 
as shown by the arrows . The color overlays were left 
! 
together, placed over a sheet of white paper , and reproduced 
I 
in a single highlight halftone negative . 
' FINAL 
REPRODUCTION 
I 
ORIGI N,,L I 
P110T0 
B-E-6-c 
This is the finished reproductibn together with the 
I 
original photograph for which the overlays were prepared. 
I 
The photograph was reproduced as a regular black-and-white 
halftone. The red plate was run th~ough the press before 
the black- and-white plate according to standard procedure. 
- ----=~==== 1 
KEY BLACK AND WHITE SKETCH 
B-E-7-BW 
This is an original black and white wash drawing. In 
the next slide we will see how overlays are prepared for the 
pre-separation of two extra colors. The addition of the two 
colors will result in a three color reproduction. Keep in 
mind that the key drawing in black and white is always 
considered one of the colors. 
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B-E-8-C 
Here we see an orange and a blue overlay. .They are to 
be used in making a thre e color reproduction from the black-
and-white key sketch we have just seen. Mayfield gives us 
the following notations as to how the various effects in the 
circled areas were obtained: 
1. Solid areas of color added to the Standard Orange 
Sheet with a 100 per cent Orange Adhesive Sheet, 
which had been cut out to shape. 
2. Area where Orange Colotone surface has been removed 
with the Liquid Coloremover, after first being 
outlined with the plastic Stylus to a sharp, clean 
edge. 
3. The color coating of a Standard 30 per cent Orange 
Colotone Sheet. 
4. Soft blending added with Orange Colotone Pencil to 
the Orange Colotone Shee t .. 
5. Soft blending added with Bl ue Colotone Pencil to the 
163· 
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Blue Colotone Sheet. 
6. The color coating of a Standard 30 per cent Process 
Blue Colotone Sheet. 
7. Soft highlights created by removing the Blue Colotone 
coating with t~e Modeling Eraser. 
8. Sharp highlights created by remov ing the r1ue 
Colotone coating with the plastie Stylus.-/ 
B-E-9-C 
This is the finlshed reproduction obtained by the 
methods just described. Halftone negatives were made for 
all three plates . These plates were made without retouching, 
and the job was printed in the colors that matched the 
Colotone Sheets. 
B-E-10-G 
Here is a full color illustration prepared by the 
Bourges Process. The term "full color" means., as understood 
in the trade, a black-and-white key plate plus three or 
more additional colors. To understand how this illustration 
was prepared we will examine the small section indicated by 
the outlined area shown. 
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-B-E-11-C 
From left to right we see the black, yellow, red, and 
blue plates. Mayfield gives an excellent description of the 
steps involved: 
A regular black and white wash drawing was used as . 
copy for the black plate. The artist kept this high 
in key, avoiding mass areas of dark grays, in order to 
keep the colors as brilliant and as clear as possible. 
A 50 per cent Process Yellow, 30 per cent Process Red, 
and a 30 per cent Process Blue Standard Colotone Sheet 
was used to prepare the copy for the separate color 
plates. The deeper blending on each of the overlays 
was added with the matching Liquid Colotones and Pencils. 
Quite a bit of the liquid color was applied with an 
. airbrush, in order to achieve the smooth bleynding 
quality that was desired in certain areas.-/ 
Halftone negatives, automatically highlighted, were 
made from the key drawing and the pre-sepa rated overlays. 
The three colors were run first, and the black and white key 
plate was run last. The final result is a full color effect. 
,l/ Ibid., P. 86. 
-=--=--==~ 
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BLilCK. liND WHITE 
KEY .SK£ TC+I 
92 
B-E-12;_BW 
This is a highly skilled airbrush rendering in black-
and-white. It is classified as technical illustration, and 
is an isometric projection of a modern airplane section. 
This was used as the key drawing in pre-separating the colors 
necessary to make a full color reproduction. The next slide 
will show sections of the color overlays as they were placed 
over the key drawing for working . 
- - --.=- --= = =--======== ===---= 
-Se·1•uruh·d l1roC"t>MM Technique·~~ 
B-E-13-C 
Here we see the sections of Yellow, Red, and Blue over-
lays as they were used for airbrushing . The 10 per cent 
Process Standard Sheets were used. The Liquid Colotone was 
diluted with the "B" adhesive, and the airbrush tones were 
applied in thin layers to avoid puddling. Each layer of 
color was allowed to dry thoroughly before adding the next. 
lnll·icalc 
AiriJI'ushing 
At ri;ht t~ 10~ tlre~n 
ore sho""" en grogreni vel. 
Ploe -Se!)Q r e~ t ed crt htu 
he en very cpt ly de1c r i~d 
m a ~et of tran_~;:-orenl 
pto;ren ive ~ooh . Th it 
give1 a good ideo of h-J.,.,. 
the ort"...,,..k loolc.1 when 
the 1eparo1e co l01 overlol' 
ore placed over eoe h 
orh.r on rep of the 
blodo:-ond-white illuurotion, 
The same areas are shown here as the progressive plates 
were added. The upper left section shows the yellow plate 
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impression, the upper right shows the red plate impression 
as it was printed over the yellow, and the lower right 
section shows the blue plate impression as it reproduced 
over the red and yellow. Keep in mind that the black was 
printed last. 
B-E-15-C 
This is the finished, full color reproduction. · Halftone 
negatives were used for all four plates. Pre-separation of 
the colors by this method resulted in a considerable saving 
for the client. 
-----= -=-.=..~-
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THE BOURGES PROCESS 
SLIDE SERIES B 
S~CTION F - TRANSOPAQUE AND COLOTONE 
PRE-SEPARATION TECHNIQUES FOR 
NEWSPAPER REPRODUCTION 
B-F-2-C ~his slide brings us to the subject of using the Bourges 
Process for newspaper reproduction, either line cut of half-
tone. All the basic materia s and uses described thus far 
can also be applied to art copy prepared for reproduction on 
newsprint. The one outstanding exception is that halftones 
must be of a coarser screen to reproduce art copy effectively 
on newsprint. 
In this case we see the use of a Transopaque Standard 
Sheet to pre-separate a color plate for newspaper reproduction. 
The Transopaque Orange, by way of a reminder, is supplied 
only in 100 per cent (full) strength. The orange reproduces 
the same as blgck and therefore cannot be adhered to the 
original drawing to be photographed simultaneously. 
1? 
For this effect, the orange color was removed from the 
background with the stylus, and the highlights were removed 
with a rounded needlepoint. The key drawing and the overlay 
were reproduced with a line negative. They were placed 
side by side and photographed with one shot. Mayfield states 
that line overlays for newspaper reproduction should be 
planned for easy register and points out that:· 
Because ·or the limited absorption of newsprint and 
the technical requirements of high-speed newspaper 
printing presses there are two additional factors to 
keep in mind when preparing Line overlays for news-
print reproduction. Very large areas of solid colors 
should be avoided unless they are to be screened. 
The detail should be kept coarse7 enough so that it will not fill in on the plate.l 
COL 
E 
B-F-3-C 
The 30 per cent Poster Red Standard Colotone Sheet was 
used for the overlay shown at the left. It is designed to be 
photographed with an 85 line screen, and to be printed 
1/rbid., P. 116. 
72 
=---=--== =o-===f;:=-=- == 
beneath the black-and-white key wash drawing shown at the 
right. The deeper blendings were added with the Liquid 
Colotones and the Colotone Pencil. No handwork will be 
required to make the proper negatives and plates on work 
that is prepared in this manner. 
TWO COLOR. 
5E PflR flTION 
B-F-4-c 
Here is the finished color reproduction as it appeared 
in ·a· newspaper. The color has added much eye appeal and 
selling power to an ordinary wash drawing. 
.:::===-~--
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THE BOURGES PROCESS 
SLIDE SERIES B 
SECTION G - THE APPEAL OF COLOR 
B-G-1-c 
----~===----= 
B-G-2-C 
With the next few slides we will talk about the appeal 
of color. We have seen the way a key black-and-white drawing 
can be given eye appeal by the addition of color. In this 
ad we see progression from a pale gray word to a brilliantly 
colored word; and color is the word. It is a very important 
word in the world of advertising, and in all forms of visual 
mass communication. Because of modern techniques, such as 
the Bourges Process, the use of color is increasing in all 
these areas. Costs are being lowered, and the artist is 
finding that his opportunities to play an important role in 
a ctua l production are increasing rapidly. A recent survey 
by Editor and Publisher proved that in connection with the 
rapidly increasing use of color effects~ 
175 
Daily newspap~rs in the United States and Canada 
plan to spend in excess of a quarter billion dollars 
in the next five years in plant construction and for 
new printing equipment.!/ 
Does the use of color affect sales? The committee on 
color advertising of the Newspaper Advertising Executives 
Association reports in its booklet "Color Advertising in 
Newspapers," as follows: 
••• an analysis of 5,000,000 inquiries from 3,500 
advertisements of 163 firms showed that color advertise-
ments brought 53 ~7er cent greater direct returns than black and white.2 
I 
For a look at the general use of color in all media, the.~ 
same committee reports that: 
• • • of the three leading cigarettes adver.tised, 
Camel cigarettes spends 91 per cent of its appropriation 
for color, Luc~y Strike 100 per cent, and Chesterfield 
95 per cent.3/ . 
These are just a few brief indications as to the 
opportunities for the commercial artist. The student should 
prepare himself to meet the increasingly technical challenges 
of preparing all kinds of art work for reproduction; 
especially those types that will be prepared in color. 
jJ 11 Color in Newspapers", an address before the Canadian-:-
American Newsprint Conference, by Irwin Maier, Publisher, , 
the Milwaukee Journal, Milwaukee, September 21, 1948, P. 5. 
2/ Ibid., P. 6. 
2_/ Ibid • , l' • 7 • 
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B-G-3- C 
Just an apple1 Does it look good enough to eat? Try 
to imagine this in black-and-white . Would it make you hungry? 
Probably not. Here is a good example or the power of full 
color. The artist, using the techniques described in the 
slides we have seen, can prepare color plates for an effect 
of this sort in less time and at less cost than was possible 
in past years. 
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B-G-4-C 
Did you ever see a purple cow, or any cows the color of 
these? It really doesn't matter. Wha t does matter is the 
effect of color on the person looking at a reproduction like 
this one. It is difficult to take your eyes away from these 
bright, primary colors. Note how the overlapping of the 
colors has created greens, purples, and oranges. The use of 
the Bourges Process will easily produce this kind of color 
effect. 
==~======~==~ 
B-G-5-C 
"Color can make your head spin." Here again we see 
brillia.nt primary colors, all obtainable with the Bourges 
Process, printed over each other, and over a fine line pen 
drawing. Dramatic use of white space adds high contrast and 
eye appeal to the total effect. 
17 
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B-G.-6-c 
Here we see an engraving taken from a nineteenth century 
encyclopedia, and dramatized with overlapping circles of 
brilliant colors. The slogan in the upper right portion of 
the page is a good one to keep in mind. The student of 
today is the professional of tomorrow if he disciplines him-
self to the demands of modern reproduction processes. 
0 
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B-G-7-C 
"Late •••• is much too late." This remark could very 
well apply to the work of the commercial artist who never 
seems to be able to get a job done on time. He will not 
last very long. It is s. classic remark in the commercial art 
field -that the work is always due "yesterday!" There is 
seldom a comfortable feeling of having plenty of time to ge t 
the work done. On the other hand# to present the less gloomy 
side of the s ituation, the artist who plans his work, learns 
~~s trade well, and works with assurance and method, will 
rarely find himself staggering to a deadline exhausted. 
The commercial art student is being trained to enter an 
established and complex profe s sion, the standards of which 
mustbe clearly understood. If his training is good, and if 
18 
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his personal attitude is sincere, there is no reason why he 
should not obtain employment upon graduating that will be 
permanent and gratifying. 
-- ---···- --··· 
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THE CRAFTINT PROCESS 
The Craftint Process involves the use of patented papers, 
made especially with invisible patterns of lines and dots. 
They are designed to enable the artist to produce tone effects 
quickly, effectively, and with the assurance that these tone 
effects will reproduce cleanly by line-etching. Since this 
method of reproduction is the cheapest ·and the quickest, great 
!! 
1
1 
savings are possible for the client. The Craftint Manufactur-' 
)! 
,, 
r,: 
" 
ing Company produces these papers for use in obtaining ex-
cellent black and white drawings for reproduction, and for 
the production of four color plates. 
The papers used for black and white drawings are called 
Craftint Doubletone. As the term implies, these papers 
contain two separate tones or pattern densities. A bottled 
chemical called Light Tone Developer, when applied directly 
:l with a clean brush, brings out the light tone in sharp detail. : 
When the light tone pattern is clear, a clean blotter is used 
to stop the action of the chemical. The Dark Tone Developer 
is used to bring out the darker pattern. A clean brush is 
used to apply the chemical directly to the paper. The papers 
have a smooth surface, well adapted to take black ink applied 
with pen or brush. Highlights are achieved by leav~ng the 
il ,, 
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desired areas blank, or by using the Craftint White retouching.: " 1: il jl 
li mixture. 
,! 
II 
'i 
As indicated from the steps described, four definite 
values are possible with the Craftint Process for black and 
white work. These values are black, white, a light value, 
and a dark value. Within this range of values, enhanced by 
a wide variety of tone patterns, a remarkable range of 
j! 
rt effective art work is possible. These papers are widely used 
I 
il 
Jl in preparing technical illustrations for the field of 
,\ 
" l mechanical drawing, airplane production drawing, and general 
II 
1: 
!! manufacturing production drawing. Newspaper syndicates use 
;1 
il them for the production of c~mic strips, cartoons, political 
1: 
cartoons, advertising drawings, and many other features. 
There is almost no art studio, advertising agency, free lance 
artist, department store, or newspaper that does not use the 
Craftint Process for black and white drawings to some degree. 
The Craftint Multicolor Process offers a new and 
revolutionary method for producing plates and engravings for 
four color printing~ This process inv_olves the use of 
specially processed drawing papers containing two invisible 
tone patterns. As in the case of the black and white Double-
:: tone Papers, the use of a Light Tone Developer and a Dark r 
E ,, Tone Developer will bring out the light tone and dark tone 
patterns respectively. The procedure of applying the chemical 
is exactly the same. These patterns are printed in the proper 
angles to enable the artist to achieve a maximum number 
I ,, 
color combinations. The specially prepared papers carry an 
invisible dot and an invisible diagonal line in perfect 
register angle for each sheet. There is a special sheet for 
each of the four plates involved in a four color printing 
operation. These four plates are the yellow, red, blue, and 
black plates. The dots and lines on each of these sheets may 
be developed independently of one another. Each successive 
sheet has a pattern printed on it 30° apart from ita 
predecessor to make sure that perfect register is obtained in 
reproduction. 
Sixty-four color combinations are possible when using 
the Multicolor Process. No halftone screen is involved as all 
patterns on the processed board are composed of clean lines 
or dots in a selection of density and pattern. No filter is 
involved because each plate is represented separately in 
black and white on its own specially prepared sheet. No bad 
register is involved because each of the sheets are pre-
registered by the manufacturers. The color matching problem 
is answered by following a prescribed list of standard ink 
colors upon which the system is based. For the run of the 
mill job of average cost restriction, this process has much 
to recommend its use. On work where time and cost are major 
considerations, the line cut is always considered ahead of 
the complicated halftone. Less preparation and printing time 
and skill are involved in line work. The use of line cuts in 
the coarse paper publications, such as pulp magazines and 
15 F 
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newspapers, is alm~st mandatory for controlled result. As 
most of the less expensive projects involve the use of these 
media, the Craftint Multicolor Process is entirely sufficient 
within a cost limitation. Some typical commercial uses for 
this process are jobs such as direct mail pieces, color 
cartoons, newspaper illustrations, car cards, display posters, 
children's books, box labels, and comic m~gazines. This 
category of work is easily discernable from the higher 
classifications which demand the more expensive processes in 
which halftones are required. For the sake of comparison, 
the higher categories are the full color illustrations for 
slick paper publicatio~s, cover designs, high fashion 
illustration, full color brochures for national accounts, and 
intricate reproduction where color and technique of the 
original are the important factors. The most widespread 
application of this process is in newspaper work. It is 
widely used and accepted in this field. The feeling of men 
involved in commercial work is unanimous in one respect. 
Each category has its peculiarities. 
for all problems. 
i No one process is perfect 
These two processes have received widest acceptance and 
are reviewed in our slides. Each is excellent for its own 
level of application, and the artist would be well advised to 
study the use of each for its peculiar attributes. 
I 
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The Cra~tint Process Paper is a two-ply, smooth surfaced, 
pliable sheet of paper containing invisible lines and dots. 
It has a slight greenish hue _in the area _containing the 
'! invisible patterns~ In spite of this greenish hue, the 
paper photographs p·erfectly white~ It is easily cut, and 
ean be tacked, taped, or otherwise mounted on a flat surface. 
This l>aper is not designed i'or use ·with any sort of rubbed 
or continous tone, such as pencil smudging, washes, water-
colors, and other media. India ink, or the regular Craftint 
Black ink may be used with pen, ruling pen, or brush, and all 
the techniques common to these instruments will be effective. 
Cra~tint White is used ~or highlights in cases where re-
touching of this nature is required • . Unlike certain 
commercial retouch whites, this particular blend will 
photograph perfectly white for reproduction. It is specific-
! ally designed ~or the preparation of art work that will be 
-=--+ 
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reproduced by line-etching. 
C-A-3-BW 
The Cra~tint Chemicals are supplied in two small bottles 
o~ liquid. One bottle contains the Dark Tone Developer and 
the other contains ,the Light Tone Developer. The Qrush 
used to apply the Dark Tone Developer should never be used 
to apply the Light Tone Developer unless it has been 
thoroughly cleaned with soap and warm water. The bottles 
should be capped when not in use as the chemicals tend to 
crystallize when exposed to the air ~or an undue length of 
time. 
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C-A-4-BW 
The proper tools, and the proper use or those tools, 
constitute an important part or obtaining good results with 
the crartint Process. These tools are as rollows: 
l. One B pencil and one 4H pencil. 
2. several Crartint Blotters. 
3· Two No. 5 sable brushes. 
4• A supply or tracing paper. 
5. A ruling pen. 
6. A suitable drawing pen. 
7• A kneaded eraser. 
8. A ruler. 
9. Black ink, ,prererably Crartint Black. 
10. A jar or Crartint Retouch White. 
The proper use or these tools will be described as we 
proceed with the slide series. 
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C-A-5-BW 
Here we see both of the Craftint tones, or values, as 
they appear when the chemicals are applied to the surface of 
the Craftint Paper with the brush. Note that the dark tone 
consists of a cross hatch, and that the ligh~ tone consists 
of straight lines. The actual number of lines per inch 
varies considerably. All patterns, however, are scientific-
ally calculated to reproduce perfectly by means of a line 
etching. The spaces between any of the straight lines or 
cross hatched lines are planned so that a drawing done on 
this paper will reproduce cleanly on coarse newsprint or 
pulp paper. These types of papers tend to blot printing inks 
and be•ause of this, a drawing in which lines are too close 
together will cause the white spaces between these lines to 
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- \ be blotted together, thus producing solid, or blotched 
e£feots instead o£ olean tones. 
II 
. I 
I 
The Cra£tint values~ properly and cleanly developed, will 
photograph perfectly and eliminate the problem o£ blotches 
due to improper white space between lines. The artist, 
there£ore~ achieves mechanically, chemically, and rapidly, 
1 ~n effect which would otherwise take him hours to produce • 
. I 
·I 
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C-A-6-BW 
The Craftint Manufacturing Company furnishes numbered 
pattern charts showing the various ef£eets possible with 
the Cra£tint Doubletone Papers • . Three stages of-reduction 
in size, designed to show very clearly how the various 
patterns are af£ected by reduction, are illustrated in these 
charts. The artist can plan for reduction aeeording to .. the 
type of paper upon which his art work is to be reproduced. 
He uses these oharts for ordering stock, and for choosing a 
variety of effects to submit to a client for approval. 
___ L=c..~-
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C-A-7-BW 
Drawings to be rendered with the Craftint method are 
not done directly on the Craftint Process Paper. They are 
worked up on tracing paper and trans:f'erred to the sur:f'ace 
of the Craftint Paper. Layout tissue is excellent for this 
procedure, but any thin, sturdy paper is adequate. The 
original sketch shown here was not done directly on the 
Craftint Paper. It was done on layout tissue and is now 
ready to be trans:f'erred to the Cra:f'tint surface. 
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.C-A-8-BW 
As shown here, the tissue has been rubbed with graphite, 
and the transfer, by means of a careful tracing with a 4H 
pencil, has been accomplished. When applying graphite to 
the back of a tissue in order to make a tracing, always 
smooth down the graphite deposit with a clean scrap of paper. 
This picks up the excess and provides a much cleaner tracing. 
The traced drawing is now ready for the first step in render-
ing for reproduction--that of applying black ink linea and 
solids as desired. 
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C-A-9-BW 
Most commercial artists of any skill prefer, except 
where special pen and ink techniques are in order, to apply 
line effects with a brush. This method is faster and is 
most expressive if properly handled. The filling of solid 
areas with a brush is a much faster and smoother method. 
It is important not to load the brush too heavily and cause 
blobs. It is equally tmportant . to get good coverage by 
applying enough ink. If necessary, apply a second coat of 
ink to any lines or areas that appear pale or grayed out. 
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c-~-10-BW 
The Dark Craftint Developer is always applied first 
when the drawing is to contain both light and dark tones. 
For chemical reasons, results are better for both values 
when this is done. In effect, this means that the artist 
is working his values from dark to light. By careful study 
and proper planning of the original sketch, this method 
will yield maximum effective results. 
-~_:_~ --= 
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C-A-11-BW 
Keeping in mind the principle ot.' working from dark to 
light. and assuming tbat the artist is using both values of 
the Crat.'tint Paper, the Light Craftint Developer will be 
used as shown - to add the subtler modulations of tone to 
the drawing. Note that the brush is not too heavily loaded 
with developer. This would cause puddling, and when the 
area is pressed by the blotter, would cause a hazy, blurred 
halo eft.'ect resulting t.'rom an overt.'low ot.' developer outside 
the area desired. 
-- .:::- ·=---~ ---------------
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C--A-12-BW 
Highlights can be obtained by leaving certain areas 
untouched. In cases where retouching is necessary the 
Craftint Retouch White is used as shown. A smaller brush 
is advisable here, and a good brush for this would be a 
No. 2 sable. Avoid loading the brush directly from the jar. 
This will cause the white to pile up and cake into ridges. 
These will photograph and spoil what should be a perfectly 
white highlight. 
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li C·A-13-BW 
: The finished drawing should be thoroughly cleaned of 
\ pencil tracing marks, and then marked for the reproduction 
size desired. If reduction is desired, refer to the charts 
furnished by the Craftint literature regarding the maximum 
effective reduction. The drawing shown here is marked for 
a reduction to four inches in width. This marking, provided 
the height has been carefully considered, is all that is 
necessary tor the printer to know. This drawing was done 
six inches wide and eight inches high. The marking, 
indicating a reduction to four inches in width, represents 
a one third reduction. Practically any Craftint pattern 
will reduce this much in reproduction and still give 
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C-A-14-BW 
This is a greatly enlarged view or the Craf'tint patterns 
as developed in the area of' the hair. Note the open~ un-
developed areas serving as highlights, and the fact that no 
attempt is made to show individual hairs. The blacks .are 
broadly handled and should reproduce cleanly. 
No. 212 
Reduced One-half 
No. 204 
Reduced One-third 
C-A-15-BW 
This slide portrays the reduction scale advised by the 
Craftint Manufacturing Company. The degress of reduction I ====,F==================--=~~=-~-=-=-==============================~======== 
apply to any of the tone patterns available in Craftint 
Papers. The smallest reduction shown should be avoided if 
the drawing is to be reproduced in pulp magazines or news-
papers. 
C-A-16-BW 
This Craftint treatment of a map of the United States 
illustrates the remarkable variety of effects possible with 
a limited number of values. Considerable planning and skill 
of execution has resulted here in a most effective rendering. 
A piece of work like this points to interesting possibilities 
for visual-aids of allkinds. 
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C-A-17-BW 
This fashion drawing would reproduce well for newspaper 
advertising. A very high percentage of fashion illustration 
i s now being handled in this manner. The drawings can be 
reproduced by line-etching, quickly prepared, and used to 
cut · costs. 
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C-A-18-BW 
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Delicately fashioned items, such as these pieces of 
jewelry, are well adapted to. Craftint renderings. Consider-
able pen work, of a delicate nature, balanced by carefully 
selected light and dark tones, and accented with highlights• 
was used to obtain a most effective illustration. 
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C-A-19-BW 
Technical illustration is becoming a major field of 
interest for artists with the proper type of training. 
Manu.f.acturers of all kinds are turning to the Craf'tint 
Process as a means of' economizing on the thousands of 
production illustrations required to facilitate modern mass 
. production. The airplane industry uses hundreds of thousands 
of such drawings every year. This type of work can be turned 
out quickly and with precision by the Craftint method. The 
drawing shown here is just one example of the graphic 
portrayals possible with the Craftint Papers. 
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C-A-20-BW 
The Craftint Process Papers have long been used for the 
preparation of comic strips. Their surface is excellent tor 
rendering fine pen and ink detail, and for the making of 
delicate tracings of small items. Interesting textures, 
background effects, scenic ·details, and dramatic lighting 
treatments are quickly obtained by the Craftint method. 
The newspaper syndicates · find that drawings done •ith this 
technique make clean "mats", or duplicates, with which they 
service their clients all over the United States. 
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C-A-21-BW 
This is an excellent example of a scenic sketch. When 
we realize that this effect was aehieved with only two values. 
plus black and white, we become sharply aware of the fact 
that the Craftint medium. like any other. requires genuine 
artistic skill and ingenuity to produce fine results. 
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J. Apply {r.,.h deYelopen and use sepa-
rate brush for eaeh developer. 
· 2. DeYelop lar11e areu with a la,..e bruoh 
(No. 5. or No. 6) and blot ao :you 10. 
3. Develop email areu with liner bruah 
or pen. 
4 DeYelop all dark tone areaa with freeh 
• No. 21 dark tone dneloper before :you 
a tart ualn11 the ll!!ht tone denloper. 
5 \ppl:y aulllclent developen to brin1 up 
• aherp uniform tona. . 
8. Uae clean, dr:y blotten to lllot up u.,.,.. 
deYeloper. 
7 • Uoe a aoft eraser (art 11u rn) for eraaln1. 
8 Store Craltlnt Papen and dn )open, 
• u well u completed drawl , In a 
clean, dr:y place. 
C-A-22-BW 
.. 
By paying careful attention to the things listed here, , 
I 
and applying them to all art work done by the Craftint method, II 
maximum effective results can be obtained. There is no:r·process 
or method in art which does not have its restrictions and 
limitations. It is up to the artist to turn these factors 
to his own advantage and learn to work effectively with them. 
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D ON'T 
J. n't u atale or dlrtr developera. 
2. Don't uae the aame br1111h for both 
dnel pera, and be aure bruah.. are 
.elean. · 
3. n 't appl7 dndopera with a dry 
hriUih. Br~~~~hea abould be well aatur-
eted. 
4. Don't allow dev I pen to dr7 on paper 
wltbout blottlna. 
3. Don't uae de,.eloper if h doea not brloa 
up dean, abarp p a ttern • . • throw lt 
a .. a ,. and atart a f h bottl • 
O...'t uae blott ra that are wet with 
d...el per. 
Doa't uae fine pat teroa if rour draw-
lop are to be reduced. 
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C-A-23-BW 
One or the greatest advantages of the experimental 
method. as Thomas Edison once pointed out. is that we find \ 
out what we cannot do. The inventors of the Craftint Process. ! 
by this method, have found out what cannot be done with their 
medium. The student will do well to heed the advice given 
here. 
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C-B-2-c 
This color chart shows the remarkable range of colors 
possible with the Craftint Multicolor Process. This chart 
was reproduced with combinations of only three basic tone 
patterns. The results were achieved with a wide variety of 
. printing inks, and by printing a black pattern over the red. 
yellow, and blue combinations. Each section of color is 
numbered to indicate how the color effect was achieved. The 
artist, in searching for a particular effect, can choose the 
right number, select his Multicolor Papers accordingly, and 
be sure that the printer will give him the colors he wants. 
212 
C-B-3-BW 
This slide, _greatly enlarged, shows one of the basic 
Multicolor Craftint patterns. The diagonal line indicates 
the 45° angle at which these patterns are placed. Drawings 
done on this particular Multicolor board would represent 
those parts which would reproduce in Red only~ For this 
reason, any art work done on this surface would be termed the 
Red Plate. The work would be placed in position to be 
photographed with the angle of the tone patterns placed 
exactly as shown. It is a fixed rule, therefore, in working 
with Craftint Multioelor, that the 450 angle pattern is 
always used for any Reds to appear in the final reproduction. 
'I I 213 I 
II 
-~ =--=--=-=--=-=-=='--=91=11 = 
I 
C-B-4-BW 
This enlargement illustrates the tone pattern used ror 
the Multicolor Crartint Yellow plates. The pattern angle 
here is 75°. Any parts o£ a color process job done with 
Multicolor, and planned ror reproduction in Yellow, are 
always done with this particular board. As in the case of 
the Red plate, t h• pattern angle is placed in position to be 
photographed just as it appears in the slide. Keep in mind 
that we are plotting the angles from left to right; beginning 
with the 45° angle. 
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C;..B-5-BW 
This slide, again greatly enlarged, shows the pattern 
angle for the Blue plate. The angle here is 105°. Like the 
Red and Yellow pattern angles you have seen, the Blue plate 
pattern angle is placed in position to be photographed exactl~ 
as shown here. 
We have n~ seen the three basic pattern angles employed 
in pr•paring working drawings for the pre-separation of art 
work to be reproduced in color. By maintaining this 
difference of 30° between each pattern angle, perfect register ! 
of the Multicolor tone patterns is assured during the im-
printing of one color impression over another. It is obvious 
to anyone that to place one dot or line directly over another 
would be utterly futile. To prove this, the student ean make 
a series of red, yellow, and blue dots or small markings 
within a one inch square. By keeping them narrowly separated 
or slightly overlapped, it will be seen that the illusion of 
---=== = '-=-"""-"========-=- --i!=====l 
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•1 full color is produced. If each dot or mark is covered up 
II 
I· 
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II 
with another of the same size and shape, only one final color 
will result. A powerful magnifying glass will very clearly 
illustrate the importance of color plate registration if used 
to examine a four color reproduction in any magatine that may 
be handy. 
C-B-6-c 
Here is an enlargement of a portion of the Multioolor 
pattern chart. This clearly illustrates the principle of 
color plate juxtaposition, and the proper planning of the 
pattern angles. 
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C-B-7-C 
As in the case of Craftint for black and white drawings, 
original art work for Multicolor Craftint Process reproduction 
is never made directly on the Multicolor Boards. The 
illustration shown here was first dra~n in ink. Outlines and 
solids were kept clear and graphic. Colors were planned on 
a tissue overlay placed over the original drawing. The 
desired color areas were then traced on the proper Multicolor 
Boards. Each board (one for each color angle) afforded the 
opportunity to obtain a light (dot) and a dark (line) tone 
in aQdition to · a solid and a white. Solids were painted in 
with Multicolor Opaquing Fluid. The last step was the re-
touching of the original black and white drawing to remove 
any undesired black outlines or solids. 
Four straight line shots - reduced one-third and all in 
register - were then made. From these line-etchings, the 
final r .eproduction was made - at a great saving in time, and 
----
2' 7 
I 
)
II 
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at a fr-ction o~ normal plate costs. 
C-B-8-C 
The versatility o~ Multicolor .Board is demonstrated by 
this rendering of leaves. Considerable planning and skill 
on the part o~ the artist is required ~or a job of this 
kind. 
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C-B-9-G 
Here is a greatly enlarged detail o~ one o~ the leaves 
just shown. Note the careful selection of lines and dots 
necessary to achieve the desired effect. This kind o~ work 
requires a skilled hand with the brush, and a thorough 
knowledge of the Multicolor Board possibilities. 
-C-B-10-BW 
Here is the Red plate working drawing £or an advertising 
poster. Although register marks do not appear here, they 
have been care£ully allowed £or during the making o£ this 
plate £rom the original drawing. The negative £rom which the II 
zinc plate was made £or this color, contained accurate registef 
marks. The various areas indicated, although apparently 
placed at random, are plotted £or extremely accurate register. 
2' ) 
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C-B-11-BW 
This slide shows the Blue plate for the same advertising 
drawing. The same illusion of disorganization is evident 
here, yet this plate is perfectly controlled to register 
properly in relation to the Red plate just shown, and to the 
final black plate. 
II 
I 
I 
C-B-12-C 
Here is the rinal reproduction of 
we have been seeing in sections. Only 
shots were necessary to reproduce this 
the advertising drawing 
I 
three straight line II 
poster. Here again, 
a great saving was made over normal costs for an effect of 
this kind. 
----- - -~===-=~ 
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C-B-13-C 
craftint Multicolor is especially adaptable for news-
paper comics in color. This is just one example of the 
brilliant effects obtainable in this area. Newspapers are 
rapidly turning to the use of color. Already several leading 
II dailies have installed color equipment. The speed and 
), economy made possible with the use of Craftint Multicolor 
makes it a logical process for the production of color effects ' 
for newspapers. Mr. Irwin Maier reports that: I 
A large manufacturer of presses reports that he has 
shipped to or has unfilled orders on hand from 48 news-
paper publishers for presses designed or equipped to 
print color. Thirty-eight of these are adding color 
equipment to original installations, with the other 
10 specifying that provision be made for adding color 
equipment at some time in the future. Installed, these 
presses will cost in the neighborhood of $46,ooo,ooo.!7 
1/ Irwin Maier, Color in Newspapers, (Milwaukee: The 
Milwaukee Journal, 1948), P. 6. 
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C-B-J.4-c 
This enlargement shows a detail of the comic strip just 
shown. Note that the color patterns are kept simple and 
clear. One color is allowed to do the job wherever possible. 
This avoids complications in reproducing the many small 
details and areas typical ot this kind of work. Employment 
poss ibilities in this field are very good. Newspaper 
I syndicates produce many types of work which require color 
I treatment. The Craftint Multicolor suppliers are so taxed 
by demands that they have had to establish priorities for 
orders. The opportunities are excellent for skilled artists 
with a sound knowledge of preparing art work for color 
reproduction. 
-~-===-=-~ ===- - - ---
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CHAPTER VIII 
SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS 
FOR FURTHER STUDY . 
This chapter includes a factual report of the procedures 
employed in producing our slide seri'ea called Modern 
Techniques in Preparing Art Work for Reproduction, a report 
on the materials and costs involved, and a description of the 
format in which the slide series was presented. Certain 
conclusions regarding the practical commercial art abilities 
of recently graduated art students are presented here. 
Recommendations for further study, based on the results of 
our research and pertinent to commercial art training at the 
art school and college level, are made in the interest of 
visual aids useful in the area of our thesis. 
I • THE SLIDE SERIES 
PhotograRhi• Our slide series was photographed with a 
Kine-Exacta, 35mm camera. An F2, 58mm Zeiss Biotar lens was 
u~ed for most of the shots. An F4, 135mm Zeiss Triotar lens 
was used for small detail shots and close-ups. Necessary 
extension tubes, useful in avoiding distortion, were those 
manufactured by the Iaghee Camera Works, Germany. 
Microfilm was used for the line negatives used in making 
black and white slides from material that did not contain 
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continuous tone. Eastman Kodak Plus X film was used for 
most of the black and white negatives. Fine grain developer 
,, was used throughout. Slide positives were made with Eastman 
Kodak Contrast Positive film. Two 150-watt incandescent 
lights with built-in re£lectors were used for lighting. 
Color shots were made with Eastman Kodak Type A 
Kodachrome containing 36 exposures to a roll. Flat subject 
matter was photographed £rom directly above the subject. 
, The housing was removed from an enlarger, and the camera 
' was mounted in its place. This provided a perfectly aligned 
track of vertical movement for focusing and shooting. 
Materials and costs. The following information may be 
of interest to those who wish to produce a slide series 
similar to that we have produced: 
1. Film: 
3 rolls (36 exp. each) 35mm Eastman Kodak 
Type A Kodachrome @ $5.50 each 
1 roll (36 exp.) 35mm Eastman Kodak Plus X 
Developing 
$16.50 
1.28 
.15 
1 roll 35mm Microfilm 
Developing 
1. .13 ,; 
.15 ': 
1 box 5"x7" Eastman Kodak Contrast Positive 
2. Prints: 
333 Black and white prints of Slide Series 
(3 sets of 111 prints each) @ 8¢ 
1 box of 5"x7 11 Dry Mounting Tissue 
24 Black and white prints illustrating 
Reproduction Processes @ 35¢ each 
3. Slides: 
35 Black and white 35mm Slides @ 5¢ 
4.29 :; 
26.64 
i i: ;! 
1.69 .! 
8.40 
1.75 
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j. 
76 Kodachrome 35 mm Slides included 
in Kodachrome Film price 
100 SVE 35mm Double Frame Mounts 12 111111 If It II It II 
1 P. S. Company All Metal Slide 
File #162 . , 
-
Total 
no charge 
5.95. 
.75 
2.95 
---li 
$71~63 :j 
I! 
' 
Format of the slide series. We divided subject matter 
into two major categories; the Bourges Process and the 
~, 1 Cra:f'tint Process.. Separate chapters were developed for each 
i' 
category, and each one contains an introduction, a list of 
the slides, the slide code, and prints (black and white) of 
each slide to be found in the slide container. The prints of 
" 
·i I 
each slide are in consecutive order, the code number designat- :,! 
i: 
ing where the slide may be found is placed directly beneath 
the print to which it pertains, and the written report of 
'· each slide represented by the print begins directly beneath 
the code number. 
A written report, suitable for use by an instructor. using 
the slide. series, was developed in this manner and applied 
directly to each slide in a progressive exposition style. 
The Bourges Process and the Craftint Process slide 
series are divided into major sections. No section contains 
more than twenty slides. This allows logical and easily 
handled teaching sequences for the instructor's use. 
The use of color or black and white slides was decided 
upon according to the particular subject matter treated by a 
given slide. 
., 
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II. CONCLUSIONS 
Vocational implications of the study. The results of 
the questionnaires, interviews, and consultations, and a 
review of pertinent commercial art literature, indicate that 
ability to prepare art work for reproduction correlates 
highly with success in commercial art practice. Art schools 
recognize this fact and most of them are emphasizing know-
ledges and skills in this area of commercial art study. 
The attitude of employers. Advertising Agencies, 
Department Stores, and Newspapers disparage the ability of 
art students, who have recently been graduated, to prepare 
art work for reproduction. A high percentage of questionnaire 
replies from these groups contained spontaneous comment. 
In effect, the consensus of these comments stated that most 
of these graduates are not qualified to prepare practical 
art work for reproduction.* 
Commercial Art~~ profession. The Graphic Arts, as 
referred to in our study, include the printing industry, the 
advertising business, and commercial art for all types of 
visual mass communication. They are considered to be a 
professional field of vast proportions. Dunton points out 
that: 
* All questionnaire replies were gua ranteed confidential 
and cannot be quoted. 
=n-•m NT II!R• 
A study by the U. S. Department of Commerce reveals 
that for many years the value of the products of the 
graphic arts industry as a whole has ,closely paralleled 
that of the gross national product. This is true 
because the graphic/arts industry serves all industries 
and all consumers.l 
'I 
Commercial Art training. The art schools are emphasizing~' 
for the most part, the fundamental knowledges and skills 
necessary to the preparation of art work for reproduction. 
The conclusion is inescapable, however, that the training 
being given is inadequate to the standards required by 
employers of commercial artists. 
The teaching aid developed from ~ study. Producers of 
audio-visual aids have no.teaching aid which treats the 
subject of preparing art work for reproduction. The research 
indicates that art schools and the employers of commercial 
a·rtists would welcoJI!e such a teaching aid. The two subjects 
treated by our slide series, the Bourges Process and the 
Craftint Process, were shown by the research to be excellent 
material for such a teaching aid. 
III. RECOMMENDATIONS FOR FURTHER STUDY 
The conclusions presented, and their implications for 
art schools, employers of commercial artists, and commercial 
, art students, suggest several aspects of our study, which, in 
!/ Dr. E. Burnham Dunton, Career Opportunities in~ 
Printing Industry, (Elizabeth, New Jersey: American Type 
Founders, 1950}, P. 14. 
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all fairness to the three groups mentioned, are deserving of 
further study. 
1. An evaluative ~riteria for art schools, pertinent to 
the training program devoted to teaching students how to 
prepare art work for reproduction. A survey could be made on 
the basis of such criteria. 
2. An evaluative criteria for employers of commercial 
artists. A survey based on such criteria would provide a 
good comparison study for the studies made of the art schools. • 
3. Art students could be surveyed as to their aims, 
objectives, attitudes, opinions on the type of training being 
received, and ideas for bettering their training. 
4. A study might be made to determine the correlation 
between the intelligent quotients, grades, and general skills 
performances of commercial art s.tudents and success in 
commercial art. Ability to prepare art work for reproduction 
would be examined as a positive factor in this study. 
5. The teaching aid produced by this study could be 
used in an actual teaching situation, and results correlated 
with present methods. 
6. Other areas, more general, but of great importance 
in learning to prepare art work for reproduction, could be 
examined for inclusion in other visual aids. These areas 
could include a close study of line-etchings, halftones, the 
use of Kromolite, printing processes, preparation of art work 
:: for lithography, preparation of art work for newspaper 
,, 
::-.-::-:::;-.,.·:--.:::--_--_:_-:·-:::-·-:--···--;:--::-::;:---·-·- -~ ·---- ---- --····-----· --· 
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reproduction, photo retouching, the making of all kinds of 
printing plates, the proper marking of art work for reproduc-
tion, the effect of different paper stocks on the reproductions 
of art work, the planning and executing of practical art for 
the many kinds of posters, folders, booklets, and pamphlets, 
and various other phases of. commercial art work • 
.. 
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li 
I! 
GLOSSARY 
II Achromatic. Without color. A lens which refracts light of 
I! all colors equally is said to be achromatic. 
,I 
It 
I! 
II 
r ,! 
I' II 
·I 
Air Brushing. A method of placing smooth, .tint surfaces on a 
photograph or wash drawing, by arraying a liquid pigment 
through a tool by aid of compressed air. 
Aquatone. A sheet of monel metal with a very thin coating of 
gelatine. Possible because water and greasy ink repel each 
other. Up to 400 line screen is used in the process. 
Aquarella. French word for a water color painting made in 
tints of pure color, without the use of white or other body 
color. 
Benday. A method of· laying tints (composed of dots, lines, 
i! and other textures) on negatives, metal prints·or copies. 
i: Ben Day was name of inventor of process. 
ii 
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Black and White. Term used to distinguish between mono-
chromatic and polychromatic subjects. 
Bleed~ Area of plate or print extending beyond edge to be 
trimmed. 
Block. Wood or metal base on which plate is mounted. 
Blocking. Fastening the plate upon a wood base. 
Blow-up (halftone). This is done by making either a halftone 
negative or an etched halftone plate with a fine screen and 
then enlarging either photographically. 
Blue-print. A sensitized photographic paper yielding a blue 
and white print upon development; also a trade name for a 
stained blue unburned print on metal. 
li 
:1 Bourses Shading Sheets. Opaque with halftone Benday and 
;1 ch~racter effect on transparent plastic sheets in black and li white. Also, Trans opaque Red Sheets in same detail as above, 
1! that are transparent to the eye, and opaque for photography 
l' and contact printing. They are placed over original copy to 
!\ add shading, character or detail. 
j; 
i! 
ii 
!i 
if 
Coated Paper. Paper having a woodpulp or rag base, coated 
with clay composition on one or both sides. 
235 
r=rurrrsrrrzssrnzn mzms=-n! 
) 1: i' 
I 1
1
;1
1 
2as 
1: 
I! ~~-=-...=.c_.-:c.7-~ ,_j~cc--o.c===:==--=--==-==·'''--=-=="'===~==~-= ~-=-=~--=:=~=-= "'===-- ='-= -'--"- --"-7--'= = -:. ""---=- ~==:c=-..=-:- ===-ll==----=--==c=--c-
1' /'!-
'' !i 
11 GLOSSARY (Continued) I! 
i! Color proofs. Proofs of color plates combined and registered. II 
1· I, 
11 Color Separation. Separation of colors in negative making by jil' 
111 means of color filters. and in plate making-by means of ' P drawing upon the plate with acid-resisting paint. I 
ii Color Work. General term for color plates to print in two or 'II\ 
!j more colors. 
Color Work - Benday. 
with a color set. 
Any Benday plate used in conjunction II i' 
II 
" Color Work - Process. A set or two or more halftones made by 11 
photographic color separations. i 
Combination Plates - Color. Plates made by the use or a key 
plate and color plates, either half-tone or line, to be 
printed in two or more colors. 
Complementary Colors. The combination of the other colors 
completing the spectrum. 
Contrast. The q1ality of an illustration possessing a wide 
difference in tone values. One in which the highlight and 
shadow tones are strongly in evidence. 
~· The original. be it photograph, drawing, painting, 
design. object or anything that is in process of reproduction 
for printing purposes. 
Copy-Preparation. 
for a job. The assembling and casting up of all copy 
Crop. To cut off an edge. To trim. 
Cross-Hatch. 
at any angle. 
A series of parallel lines crossed with others 
Curved Plate. One that is backed up and curved to suit the 
cylinder of a rotary press. 
Cut. An obsolete synonym for a photo-engraving or plate. 
originally referred to as wood cuts. 
Detail. Minute or specific subdivisions of an image.· 
Dimension. Width of an image measured horizontally or depth 
measured vertically. 
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GLOSSARY (Continued} 
' Dimension marks. Instructions placed outside the copy area ~ 1 to be reproduced, indicating size of reduction or enlargement. \: 
,, 
li 
Dots (Halftone). Minute, symmetrical, individual subdivision lj 
of printing surface formed by halftone screen. ' i; 
L Drawing. Finished work of the artist, by whatever medium. 
It contains every detail desired to show in the finished 
reproduction. 
li 
Dry Brush Drawing. A drawing made with a brush which has been I/ 
only slightly moistened with india ink. Used to draw tone 'I 
effects for line reproduction. The effect is between a bold · 
crayon drawing and a pen sketch. Grays, due to any reason, 
are avoided because they will not reproduce. 
Electrotype. A plate made by electrolytically depositing 
metal--copper, nickel, etc.--on a mold of wax or metal taken 
from the original plate or wood cut. 
Engrave. To cut, etch, or incise a surface. 
Engraver. Trade term employed to designate the artisans who 
execute the hand tool work on a plate. 
Enlargement. A reproduction larger than full size of copy. 
li ,, 
I 
! . 
1 Ferroplanics (trademark). A duplicate original. The develop- 'i 
ment by the U. S. Rubber Company of the so-called Ekko process, 'I 
a patented process of electro-depositing iron to any thickness 
required. 
Filter, Color. Transparent dyed colored substance either dry 
or liquid, for transmission of specific colors and absorption 
of others. Used in photography for color separation and for 
' transmission of specific colors from copy to photographic 
,: plate. 
· Fluorescence Process. Color Separations from Fluorescent 
water color drawing. The Kodak fluorescent water colors 
fluoresce when exposed to ultra-violet light. The extent to 
which each color fluoresces has been established according to 
the relative amount of correction required by each color for 
accurate photo-mechanical reproduction. The greens, which 
require the greatest amount of correction, fluoresce the most 
" brightly. In using a palette of Kodak fluorescent colors, the 
artist works with no change in technique and with the assurance 
: that his sketch will not present difficulties for reproduction. 
A Kodagraph copyboard hood with its filter panels provides the 
!i 
". 
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GLOSSARY (Continued) 
means for the engraver to obtain the required ultra-violet 
from standard white-flame arcs. 
i 
Fluorographic Process. The preparation of paints by the :i 
artist, (black and white or color) diluted with a fluorographic 
solvent instead of by the use of water. Fluid contains 
chemicals which have an affinity for ultra-violet ray. The 
parts of copy not treated with this solvent cause halftone 
dots to drop out automatically. Photographic exposures and 
an ultra-violet transmitting filter play an equally important 
role in this process of highlighting. 
Four-Color Process Plates. Same as the three-color process 
with the addition of a gray or black plate. 
Gray. A term used to express the appearance of a picture 
lacking in brilliancy or rendered wholly in middle or low 
tone value. 
Guide-Color. A sketch or color indication used when making 
color plate from uncolored copy. 
Hairline. The finest line, either black or white, which can 
be etched or engraved on a relief plate. · 
Halftone Dot. An individual point of formation in negative 
or plate, characteristic of the halftone screen. 
I 
:: 
Halftone Negative. Photographic negative made by photographing 
a copy through a halftone screen. .i 
~ ) 
Halftone, Outline~. A halftone with the background outside of 
the object entirely cut away, leaving a definite edge without .'i 
shading or vignetting--a silhouette. 
Halftone Plate. A relief plate made by a photo-mechanical , 
etching process, employing the principle of the halftone screen, 
whereby all gradations of tone values in the copy are repro- ' 
duced in the plate by variations in the formation and size of 
minute dots of geometrical arrangement obtained primarily in 
the negative by the interposition of a cross-ruled screen. 
Halftone Process. The method practiced for production of 
halftone plates. 
Halftone Screen. A grating of opaque lines on glass, crossing 
at right angles, producing transparent square apertures 
between intersections. 
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GLOSSARY (Continued) 
Halftone Tint Negative. Negative made by photographing one 
sheet of white paper through halftone screen. 
Halftone Vignetted. A halftone on which one or more of the 
edges of the object are shaded from dark tones to pure white. 
Highlight. The light areas of a tone copy. The smaller 
disconnected dots of a halftone. Abbreviation for highlight 
halftone. 
Image. The picture of the copy shown--on the ground glass. 
The concrete reproduction of a copy on any medium. 
Key Drawing. Copy composed of guide lines·only. 
Key Plate. The plate of maximum detail in a color set, to 
which other colors are registered. 
Kill. To cancel, to discard, as to kill a plate. 
Kromo-Lite. The spraying of copies with a chemical solution, 
before photographing, to increase highlighting. Much used in 
newspapers. 
Large Solids. Images of relatively large proportions which 
contain no open spaces. 
'· Laying Tints. Trade term for printing Benday or similar tints 
on metal before etching. 
Leaders. Dotted line used to lead the reader's eye from word 
to word in tabular·matter. 
Lens. An assembled arrangement of special glass segments 
· ground and fitted together to form a complete unit. Used in 
photographic processes for the collection, direction and 
distribution of light rays~ 
1 Letterpress Printin§• Letterpress machines are known as 
"Platen", 11 Cylinger , and "Rotary" presses. · 
Line Copy. Any copy suitable for reproduction by a line plate. 
Line Drawing. A brush or pen drawing in which all elements are 
of full strength of the medium used. A drawing free from wash 
or diluted tones. 
'I 
·I I, 
il 
i I 
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n 
1: 
1
: Line Negative. A negative made from a line copy and suitable 
I' for use in making a line plate. A negative of the same 
characteristics made from any copy, but without photographing 
through a halftone screen. 
IJ 
1
1
.;.' Logotype. The term sometimes used to designate the engraving 
or type used to reproduce the advertiser's name. 
·i! 
li 
:: Magnesium Metal. An alloy which has recently been introduced 
!i for use in place of copper or zinc. Its extreme lightness 
;: ·makes it useful in some types of work. In printing and etching, 
;i the rapid action of the solutions and the absolute necessity 
li for the absence of any foreign matter make it a problem in a 
ii production plant. Also its rapid rate of etching in nitric 
1~ acid--approximately one-half the strength used for zinc--make 
!i it difficult to control. This must be overcome before it can 
tl replace copper or zinc to any degree. 
I• jl 
Magazine Standards. Individual specifications for the making 
of printing plates to conform to special printing requirements.: 
Make-Ready. The preparation and application of underlay or 
overlay for proofing or printing. ·Term for the sheet with 
complete underlays and overlays in position. 
1 
Masking. The operation of protecting or blocking out on a 
l! copy proof, plate or metal print, a definitely outlined area. 
,i 
I' 
n ,, Mats. Abbreviation for matrices. Composition, molds from 
relief plates, type or both used largely in the newspaper 
field. 
Metal Base or Blocking on Metal. Mounting a halftone, a line 
plate or an electrotype on metal· type high. 
Middle Tones. The varioua·values of a copy ranging between 
highlights and shadows. 
Offset. A term used to designate a planographic printing 
' process in which the impression, instead of being made directly, 
is first received by a rubber surfaced cylinder and then trans-! 
ferred from that cylinder to the paper. · 
!~ One-Way Screen. A halftone screen or plate having linea 
running in one direction only, not crossing. 
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GLOSSARY (Continued) II ,, 
1
1
1
1
, Opaque. A water soluble paint used to block out areas on 
negatives to make them non-transparent. 
,, 
II p 
II· 
II 
II 
Opaiting. Protecting a photographic plate or transparent 
med um with a thin non-actinic coating through which light 
c~nnot penetrate, covering all blemishes so as to get a clean 
print on the press plate. 
I' il Original. Term applied to copy of any kind. 
!i 
IJ 
I 
I 
I 
i 
! 
li I. 
II I! 
Outlined Hal£tone. A hal£tone with the removal of all back• 
ground surrounding or showing through or within the outline 
of an illustration. 
I 
I 
I 
. ~ Pattern. The checkered, mottled, moire or watered silk e£fect 1 
produced in hal£tone reproductions £rom originals possessing I 
screen or £ina parallel ruled lines. Caused by the pattern 1 
of the copy crossing or interfering with the lines of the ,j 
hal£tone screen. '! 
:j 
1
\·i,· Pen Drawing. Made by pen and india ink, in linea, dots or 
. stipples,_ being a copy purely of black. and white. 
'I 
I 
,) 
!: 
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Photo En,raving. An etched relief printing.plate, in the 
making o which one or more negatives or positives have been 
used to produce the required acid resist. 
Photomonta~e. Method of illustration based on combining 
sections o different photographs in a harmonious composition 
in applique fashion. 
Photostat. Photographic image recorded by a camera so 
constructed that it photographs, develops, and £ixes £lat 
objects directly on paper in negative values. 
Pinholes~ Small holes in the negative caused by an over-
iodized bath or very old collodion. Small holes in print or 
plate from any cause. 
Plate. The grained zinc or aluminum sheet carrying the image 
to make the impression on the off.aet blanket. 
II 
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1
1 Polychromatic. Many colors~ II -
lr 
'i 
li 
'I 
It 
!I 
,I 
ii II 
li 
Positive. An image of the original object or copy corresponding 
to same in the scheme o£ light and shade. An image made by an li 
exposure on a sensitized plate through a negative in contact. i . 
'I 
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GLOSSARY (Continued) 
Progressive Proo~s. A set of proofs of color plates showing 
each color alone, as well as in combination with each succeed-
ing color in printing rotation. 
Proportion. The relationship existing between the different 
dimensions of a single object or copy, or the relationship 
existing between any dimension in enlarged or reduced size. 
Quarter Tone. Term used in some localities for coarse screen 
plates made by enlarging from smaller halftones. 
Reducing Glasa. A double concave lena for viewing copies in 
reduced sizes. 
Register. The agreement in position of two or more forma to 
be applied to the same sheet, either on the same aide, as in 
color work, where a number of colors are laid on consecutively, 
or on both aides, as where pages or columns must line up 
, accurately. 
I, 
Register. Correct relative position of two or more colora 
,. when printed from color plates. 
Register Marks. Guides on plates to aid in obtaining register 
during manufacture and proofing. 
, Reproduction Proof. A corrected proof of type matter on paper 
used as copy ,for the camera. 
Retouching. Corrective treatment of negative, positive or 
copy .by means of brush, pencil, pen, air brush or other means. 
Reverse Plates. Plates which are negative in tone values t~ 
copy. 
Ross Board. Illustration board with a specially roughened 
surface that divides crayon or brush strokes into broken 
, textures suitable for line reproduction. 
Rotary Press. Requires curved plates, either Electroa or 
Stereos, which are clamped to the plate cylinders. The 
cylinders rotate against the inking rollers and then against 
the impression cylinders. The paper is fed between these 
rolls. These presses can run up to, or sometimes exceed, 
25,000 impressions per hour. 
2~2 
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GLOSSARY (Continued) 
Routing, A mechanical means of removing the unessential metal i 
or wood from any part of a printing plate, or lowering the 
surface of such parts that are not intended to be printed. 
Run. The number of impressions made on the press from a given : 
press plate. 
Scale. A rule of graduated dimensions. 
or computations. A table of percentages. 
menta or reductions. 
A schedule of rates 
A ratio of enlarge- , 
l 
Screen. The term used to denote the particular ruled screen 
, to be used for halftone reproduction. Screens are ruled for i 
practical purposes from 50 to 200 lines to an inch. The !! 
coarser rulings are used for plates to suit the condi tiona of :: · · 
.' newspaper printing, and the finer ones for the higher printing 
requirements. The numbers between are more generally employed 
to meet intermediate conditions. The character of the paper 
and press work, and to a certain extent the nature of the 
copy, determine the selection of the most suitable screen to 
; be used in each instance. 
Screened Line Plate. A plate made from pen drawing by imposing 
a screen befo~e etching for the purpose of producing a tint 1 
effect. It has been found convenient to use the word 
"skiagraph" to designate the result of stripping a halftone 
negative over a line negative and printing them on metal. 
Shadow. The part of a picture obscured by lack of illumination:. 
The darker areas of any copy. 
Sharpness. The clear, well-defined appearance of the image 
or picture. 
Shell (Electrotype). An electrotype shell is a duplicate of 
the original from which a mold was made, but the back is rough 
and the sP,ell too thin and fragile to be used for printing, 
so that it is necessary that it be backed up. 
Silhouette Halftone. Also called "outlined halftone", one 
where the image minus background is shown. 
Size. Dimensions expressed in inches or definite terms on a 
copy is interpreted as indicating the desired dimensions of the 
reproduction. · 
Sketch. Usually is made in a rough, quick way with a pencil, 
crayon, or brush, to suggest the composition or style of a 
prospective drawing to be completed later. A sketch (or lay-
out) is preliminary to a drawing, and is rarely, if ever, 
reproduced direct. 
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GLOSSARY (Continued) 
!i Snapp;'!. A term describing a brilliant picture of wide 
contrasts and wealth of middle tones. 
1 Spottin£. Removing black or white spots on plate. 
;_ 
Squared. Designing shape of halftones, all four sides of 
which can be leveled in straight lines. 
~uare Finish. A halftone with an unbroken screen surface 
finished in rectangular shape with or without border line. 
!: -Stereotwe. A plate made by casting metal into a matrix, used 
11 generally for newspaper and inexpensive forms of printing. 
·!: 
1i Stipple. Generally used in a collective sense to designate 
ii any arrangement of dots of regular or irregular formation. 
ji 
h 
I• 
,I 
Stopping Out. Covering areas on a negative with opaque to 
prevent light action or on a plate with resist to prevent acid 
action. 
I' 
:: Sur-print. A print from a second negative super-imposed in a li definite manner upon the print of the first negative. 
•i 
!1 Tempera. The oldest method of artistic painting. Probably 
1! evolved from a primitive method in distemper. True tempera is 
i: painted_ upon canvas, wood, or other surface prepared with 
it coatings of gesso, a mixture of slaked plaster of Paris, pure 
:: dry zinc white and fine whiting with a thin size made of fine 
l! acid-free glue. The colors are usually mixed with a medium 
1: composed of egg-yolk or egg-white, or casein and- body white is , 
1
, freely used. Tempera paintings have a mat surface, unless 
!1 they are varnished in which case they look like oil paintings. '' 
!: 
I 
I' Tint. A reduction of a solid color. i:-
,, 
I; Tint La;'ling. The-operation of transferring Benday tints to 
il plates, drawings or other mediums. 
I 
/, 
1
1 Tint Plate. An area of screen, stipple, ruling or other 
it patterns of an open nature. 
I 
ij !: Two-Color Process Plates. Two halftone plates made at differ-,. 
!! ant screen angles from monochromatic or colored copy by the 
\; photo-mechanical separation of colors or by etching, to 
,
1 
approximately reproduce the copy when the plates are printed 
:1 in two contrasting colors. 
GLOSSARY (Continued) 
Type-High. 0.9186 of an inch. A plate is said to.be "Type-
high" when it is mounted on wood or metal to the proper ll height to be used on a printing press. 
~: 
:,'!t Vel ox Print. Name for one of the chloride printing papers 
made by the Eastman Kodak Company, and sometimes erroneously 
j! used as name for similar developing papers. 
ll i! Vignette. A gradually shaded off edge, from dark to light, as 
!i on a photograph or engraving. A halftone with the background 
setting blending into.an invisible finish. Due to the gradual 
reduction in the size of the dots of the background as they 
approach the prihting edges. 
Wash Drawigs. Made by a brush in washes with a single pigment 
of black or dark color soluble in water, to be reproduced by 
the halftone. 
Water Color Drawing. Same as above, made in washes with a 
combination of several colors. Reproductions may be by 
process color halftone plates or by redrawing and by combin-
ation of halftone with Benday line plates. 
Working Drawing. A perfected drawing of a crudely executed 
idea or preliminary sketch made for the purpose of reproduction: 
·from copy unsuitable for reproduction in its original form. ' 
Zinc. Metal used in Etching department. Abbreviation for 
zinc etching of line plate. 
Zinc Halftone. Halftone plate etched on zinc. 
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QUESTIONNAIRE 
Preparing Art Work for Reproduction 
Part I 
·p~rson·reporting. ________________ ...;.... __ .Date __ ~------
~ I t • . ~ ; ' r 
~osition of person reporting·------~---------~-------------------~~--
i, Name of .. firm City & State I. !' . •. . ;....._-------------- ----------
/ ,\·, . t 
I :• 
/': fart ~~ , .. : -.j 
i•t A. Please check the followingJ based on your experience. A check in 1 
U ·;.: ·the .'first column means that topic needed by prospective art employ- i·:. !! .. ees. A check in column two meahs that the present graduates are··, · f i! . weak· on that topic o • \; ; ·, 1 
H . ; : :rr , . Need ~Teak 
J·j . \ ,·I. The line cut plate: general prihciple •• o. o ••••••• o ••• o .~. • • 
if~ '2. Basic uses of the line cut ... •·· .................. , .... ,, ~ J I' . ., .. 
::i ::.~ S: ·.Pen and ink drawing for line cut •••••.•••.•.•.•.•••.•.• \. 
i'r: {·· ·4. 'Dry·· brush drawing for line cut • •••. o o •• o ••••••••••••••• 
i:i' > s.;nrawing on raised grain paper for line cut ..••.•• 0 •••••• 
r 6 .·.~The use of Craftint for line cut.. . . . . • • • • • . • . • • • . • . • . • .,, hi· 7. ,The use of Craf-Tone shading sheets for line cut..... . • · · 
,~ , • 8.1The use of Bourges process in preparing line cut color . 
!1~: · ·1!. ~ plate ................. · .. · · · · · · · ;· .. · · · • • • · · · · · • · • · · · · · · · l,i · 9. •. The halftone plate: general principle .•.•••.•.•.••• •· •.• 
iii .. i~:, ~~~~~i~~:~ ~~ ~:~~~~~~gp!~~e ~~~k • f~; · h~i; · t~~~::: :·::::: 
:,. 12 • Effect of types of paper on halftones •••...•••.•..••••. 
,... . 
'.i- 13. The Kromolite principle ...•...•••.•.•••...•...• •'• .•.•..• 
jt; _: 14 .• Preparing Kromoli te washes for halftone ••.••.•••...•..• , 
Ji • 15., Lithographic plate: general. princ~ple •• :. o •••••••••••• ~ 
T 16 .; Uses of offset lithography J.n reproductJ.on •••. ~ .....•.• 
~r 17.1 Preparing art work for offset: basic considerations •••. ~ 18. Newspaper halftone reproduction: general principle ••.•• J 19. Preparing art work for newspapers: basic considerations 
!t 20 •· How art work is affected by reduction & enlargement •.•• 
, II ~ • t.l. ·,: 2.1 ~= Basics of make-~re,ady for all processes ...•..•...••.•••• 
q· ~2. Simple cost proc~dures for all processes ••.•••..••.•••• 
!I 23. Pnactical photo retouching for all processes ..••.•.•••• 
· if 24. Practical marking and scaling of photos ••.•.•..••.•..••. _., 
I 
J 
I 
I 
.i 
I 
1 
'! 
' ' ! 
!, 
,· 
:r B. -.Co~p~tence in the preparation of art work for reproduction ~ill in-
1 ~. . • ' 
:I ·. · qrease a freshly grad.uated art student's chances for immediate em- ~~· r 
:.1· ·. · ployment in commercial art as follows: 1 
J , · · t Very greatly ( ) Considerably ( ) To some extent ( ) Little ( ) : 
' 1 t , ... 
!!1 ?· The chances of advancement due to specialization in the practical 
, . . ·.·aspects of preparing art work for reproduction are as follows: . 
::,
1
:_:.
1
{ )\;'/ Excellent ( ) Good ( ) Fair ( } Poor ( ) 
Please use the back of this sheet for personal comment. Thank you~ 
~~ Please return this questionnaire to: Hiram R. Haggett, Director 
1 Swain School of Design I ~-·----A 19 Hawthorn Street . i \l New Bedford, Massachusetts ------~i 
---- - ~ . ' .... 
QUESTIONNAIRE 
Prepa~ing Art Work for Reproduction 
Person reno-rtin'-'1-..-----·~_; ___________ Dette.;... __ .___ . __ 
~sition of person reporting ... . _______ _,..... ________ _ 
i Name ofSchool City & State 
-----l,i .:; ' :. / -----------
11\ !"\ ' ~ . . 
/li ~art· II .,· .·r • . i ! 
J:l ~'; ~~P;~~~~~~~n~r~h:t~~~~~~i~~e 1f~~d~~~~~~!~ ~~e P~~~~~i~~i~~! ~~~~1~~~} I 
U · }: Please check, in the left hand column, those items that you feel · ' 
ji~ '::· should receive special emphasis. In the right hand column please 
:1· ·· :.· idd.icate the year in a four-year course at which you would attempt . · 
Ill, .. t~~ining in these skills ( 1) 2, 3) or 4) • c• i 1. E h < · Y · :..,~i,···: upec a mp as~a ea,r !:l i'f, ·, 1. ;~The line cut plate: general principle .•.•......••.•.•.•. 
1:r · 21. •£asic uses of the line cut ....•• ~ •.•.•.•...•.•.••..•...• ( 
1·: · .:· .. 3·. 1Pen and ink drawing for line cut ..•.•••..••.•.•.•.•..... 
1•1 •• ;4 /,.Dry brush drawing for line cut ..•.....••.•.•.•...•...... 
,il · : .·5 ~.·'iDrawing on raised grain paper for line cut •... ·. . • . . . • . • . , 
1'1 .. ,,6.,'-The use of Craftint for line cut .•.•.•..••.........••.•. ,., 
1
·.
111
.•.• •·;.tr, •. ·. The use of Craf-Tone shading sheets for line cut •..••.•• 
. :;$ ·'r:The use of Bourges process in preparing line· cut 
;1: : ·,..,. ·· "c lor plate I I , ',lw t 1 ~ o . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . lil ·.·(·:::~ . .;~'l'he halftone plate .....•.•.....•....•..•.... , •.....•.•.. 
n lCJ.:.·,'.Basic uses of halftone plate . ... · ....................... . lit ·. ·~i"; .. Principles of rendering art work for halftone .•.......•. 
iii: · .. , '1,2~4 E~,fect of types of l?aper on halftones .•.•...•.••..•...•. 
::.: . l(3'•·> Tne Kromolite princ~ple .•........••.•.•.•.•...•.•..••..• 
I
ii, 14~'i Prep~ring Kromoli te washes for halftone .•....•...••..... 
,1 1~.; Lithographic plate: general principle .•••.••..•.•.•.•.•. 
!i 16:~ .Jlses of offset lithography in reproduction ••••.•••.•••.• 
·~17~i~!):Preparing art work for offset: basic considerations •.•• , 
· 18! • .:tNewspaper halftone reproduction: general principle ..•.•• 
': 19.< Preparing art work for ne\tmpapers: basic considerations. 
20:, '"How art work is affected by reduction & enlargement .•••. 
211.i1 Basics of make··ready for all process~s ....••.....•.••••• 22. Simple cost procedures for all processes •..•.•..•.•...•. ~ 
23j ;Practical photo retouching for all processes •......•...• 
1 ,24.~Practical marking and ·scaling of photos ........•.•.•...• 
' 
•' ... ~ ~I ' 
B·.} A s.erlefl 0f hla·~k and. i\'hit t:. ~:!I x2 1' E:llide::.;, ~upplemf:!nted by a teal7;hing 
• i 
· .~~ ·manual_. should be an important contribution to the training of com·· 
.{ mercial art students in the preparation of art work for reproduction: 
i ;•. · · . , , . Yes ( ) No ( ) 
l . C.: I ··k~~w o! no visual aid which treats the subject of preparing art 
I •l 
1· ~. work for reproduction directly, specificallY. and in detail: 
. • Yes ( ) No ( ) 
D. Competency in preparing art work for reproduction will increase the 
freshly graduated art student's chances for employment in commercial 
1 art as follows: 
:l k• t;--: Very. g:eatly ( ) Considerably ( ) To some extent ( ) Little ( ) 
!l;~<i;· Please .use the baclc of this sheet for any ·comments you wish to add. 
·"''"'"="'=;j .. ; Please return this questionnaire to: Hiram R. Haggett J Director 
!i 
if ;'__ _ 
i. 
Swain School of Design 
New B~dfordJ Massachusetts 
-------~·-·-·-
~ 
Dear Sir 1 
SWAIN SCHOOL OF DESIGN 
NEVI BEDPORD 
MASSACHUSE'l"rS 
Art schools. perhaps more than any others, realize the value 
of visual aids in teaching. New efforts in the production of visual 
aids are resulting in effective and useful tra:Lning tools in many 
areas of art study. Because the commercial and graphic arts present 
many special teaching problems, and b~cause the professional field 
reflects many of thern; we feel that these professions deserve some 
special study. 
As a step in this direction, I am cooperating in the production 
of a black and white 2'' x 2 1i slide series for use in my school, treat-
ing the subject of _p_repari~r"t.. work f~ ... reprodu~.:t._ion. This will be 
a pilot study and will stress fundamentals of sound practice in com-
mercial art. It will be used in teaQhing situations, and may point the 
way to more effective methods of training commercial art students. 
Because we want our training aid to reflect the opinions of 
leading art schools. to stress factors important to the subject area, 
and to correlate closely with present teaching approaches, we are 
sending the enclosed questionnaire to ranking art schools throughout 
the United States. I feel sure that a contribution can be made to the 
teaching of this particular area of art training. For this reason 
your cooperation is earnestly requested in answer•ing the questionnaire. 
It is designed for quick checking, and a self-addressed, stamped en-
velope is enclosed for your convenience. 
Please rest assured your participation will be greatly ap-
preciated. Any comments you may care to add will be considered a 
welcome dividend. An analysis of the questionnaire results will be 
forwarded to all who reply. Sources will remain confidential. 
HRH/eph 
encs. 
Very truly yours) 
Hiram R. Haggett, Director 
2~8 
Dear Si;-, 
SWAIN SCHOOL OF DESIGN 
NE\'l BEDFORD 
MASSACHUSETTS 
A leading art director l"ecently said to me, '1Too many freshly 
graduated art students cannot meet the employment demands of the com-
mercial art field. 11 As director of the Swain School of Design, which 
emphasizes commercial art training, I feel that it is important to find 
out just how widely this opinion is shared by the·professional field. 
The same art director pointed out that the time and money ex-
pended by employers to give the student the extra training requ~red to 
make hirn useful, is indeed considerable. I believe this problem can be 
remedied by keeping the training the students receive more closely to 
the requirements of the field. The school is the logical place to 
afford realistic and adequate training in the preparation of art work 
for reproduction, as well as affording pure drawing skill. 
As a step in this direction, I am cooperating in the production 
of a black and white 2" x 2 11 slide series treating the subject of .Er~­
paring ar~-~or~or_~2r~~~~t~~~· This will be a pilot study, and will 
stress fundamentals of sound practice in commercial art. It will be 
used in teaching situations, and may point the way to more successful 
methods of training commercial art students.· 
To help make the proposed training aid realistic and practical, 
the enclosed questionnaire is being sent to leuding commercial art 
organizations throughout the United States. Because it is felt that 
in attempting to improve the training of art students, a service will 
be rendered to the commercial art field as a whole, your cooperation 
in answering the questionnaire is earnestly asked. It is designed for 
quick checking, and a self-addressed_ stamped envelope is enclosed for 
your convenience. 
Please rest assured your participation will be greatly apprec-
iated. Any comments you may care to add ~Jill be considered a welcome 
dividend. An analysis of the questionnaire results will be forwarded 
to all who reply. Sources will remaln confidential. 
HRH/eph 
encs. 
Very truly yours, 
Hiram R. Haggett, Director 
.. 
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SAVE TIME-REDUCE COSTS! 
Craftint Doubletone Drawing Papers and Tracing 
Vellums have a printed pattern, invisible (photo-
gr.aphically), until it is "developed" by applying a 
transparent liquid to the surface. One developing solu-
tion is used for light tones of shading - another 
solution for dark tones. The pattern in the areas so 
ond clear ruvlu. 
REMEMBER, 
on Dovbletone . • . fiut 
For WHitE Whites 
t R A F T I N T S U P E R W. H I T E " 3 1 •• 
your outlines, th•n dGrlc Aft'"" •• rich white opaque, won't tliteolor, (hip, creek , ,..r. 
In Tubts and Jars . 
tontt, then tisrht 'toif•l, the · For LA K ar.· dts 
. Ia kt nd 'hit $ . . . NEW .66 Jt;T BLA K INDIA DRA lNG JNI( 
btto Wat,rptoof, will not smear, cl11ll tt 
thht,~ t1 ~lolly formulate{! for vu with 
4•velaptr flyids , THf 
CR.AFTINT 
MPG. CO, 
QMWto to, Ottro 
25(k 
SAMPLES 
CRAFTINT TOP SHEET FILM 
This folder contains sample pieces of CRAFTINT "Top Sheet 
Shading Film." 
There are two kinds of Top Sheet-Black for positive and White 
for reverse effects. Available in 59 patterns in each kind. See pattern 
chart for patterns and sizes. 
Directions for Use 
(A) Use Black Top Sheet for tinting white areas. Black Top Sheet 
does not photograph over black spaces. 
1. Place Top Sheet over copy and hold in position by tipping with 
clear rubber cement (CRAFTINT "Kleen Stik"), or Scotch tape. 
It is not necessary to paste the entire sheet down. 
2. Wherever the design (pattern) is not wanted, simply remove 
(rub off) the dots with ordinary orange stick, paper stomp or 
wood stylus. 
(B) Use White Top Sheet over Black areas for breaking up solids, to 
get reverse or negative effects. White Top Sheet does not photo-
graph over white spaces. 
1. Follow same directions for holding in place as Black Top Sheet. 
2. Any part of White Top Sheet may be changed to Bl~- by 
applying Developer No. 20 with fibre brush (do not use a hair 
brush). This makes possible both positive and negative tones on 
a single sheet of film. 
Half-Tone or Multi-Tone Effects 
Top Sheet may be used in connection with CRAFTINT Singletone 
or Doubletone Drawing Papers to get a variety of Benday tones on a 
drawing. Unique shading and fabric effects may also be obtained by 
laying one piece of Top Sheet over another at various angles. 
Special Use for Engravers and Lithographers 
Top Sheet is especially recommended f or use as a negative in the 
printing fram e. All patterns are sufficiently opaque so that prints can 
be made directly on to sensitized metal plates. When used together with 
opaque type proofs, on clear cellophane, Top Sheet makes a perfect 
combination positive a tremendous savings in time and labor. 
THE CRAFII NT MANUFACTURING co. 
Form 3801 
East 152nd Street at Collamer Avenue 
CLEVELAND 10, OHIO 
Printed in U.S.A. 
~---:c:::._--
~I 
The art of using Donbletone 
for good reproduction 
For some months now, we have had 
the privilege of sending you, through 
CRAFI'INT HINTS, ideas for and ex-
amples of various art techniques with 
Craftint Doubletone Drawing Papers. 
Many artists report enthusiastically 
on their results, and have sent us many 
fine examples of their Doubletone art 
work. But others report difficulties- -
troubles which experience has shown 
us can be easily solved by following a 
few simple fundamental rules. 
This fact was brought home to us most 
graphically at a recent photo-engravers 
convention. Many newspaper and 
commercial engraving plant superin-
tendents explained that they were not. 
always able to produce the best possible. 
plates from Craftint Doubletone origi-
nals, because art!sts h_ad neglected to 
follow the simple directions for proper 
preparation of the art. 
One of the most valued advantages of 
using Craftint Doubleto~e is the secur-
ing of sharp, clean: reproductions, even 
on newsprint. After all, a good repro-
duction is a matter of teamwork 
between artist and engraver. And by 
following the few simple instructions, 
these results can be so easily assured 
that they merit periodic review, even 
by "old timers" in the use of Craftint 
mediums. 
If you have any of the following results, 
review the suggestions offered in this 
folder, and see how easily they can be 
avoided. 
J Filled-in or muddy shadings. particu-
• larly dark tone. 
2 Yellow stains on the original art. . . 
3 Incomplete (brownish) development of 
• either lig!tt or dark tone patterns. 
4 Failure of developed areas to appear in 
• the final reproductions. 
S Areas in which the chemicals will not 
• "bring up" the screen. 
Ninety-five per cent of these and simi-
lar difficulties are caused by one or 
more of these conditions: 
I. Use of stale developers. (They deteriorate with age, and should 
be replaced frequently. THEY'RE 
FREE-just ask for morel) 
· 2 . Use of the same brush.for both light and 
• dark developers. 
3 Applying light tone developers BEFORE 
• all dark tone areas are developed. 
(Always develoJl the dark tone areas 
FIRST). 
4 Failure to blot developers. (Do not 
• allow them to evaporate on the paper.} 
Watch out for these pitfalls, and you 
will find Craftint Doubletone easy to 
work with, a quick way to get attrac-
tive shadings • . . . and, in the final 
step, resulting in clear, sharp engraving 
and ·printing. On the next page are 
more helpful suggestions. 
SOME HELPFUL DINTS 
RE-USING OLD ART. If you file away original art for re-use in the future, 
it will fade somewhat in time. Retouch the drawing with fresh developers, 
just before you send it to the engraver. If the art was properly prepared origi-
nally, the faded patterns can thus he revived, sharp and clean, even though the 
art is several years old. 
REVISIONS and "ERASURES". If you develop dark tone lines in an area 
where you would prefer light tones, you can change the dark to light by applying 
a little Hydrogen Peroxide (3%), available ·at any drug store. Apply it over the 
area to be changed with a clean brush. 
YOUR BLACK INK. If you find the India ink you use is dulling, thinning, or 
being otherwise affected by the Craftint Developers, change to Craftint No. 66 
Jet Black Extra-Waterproof Ink. It is no P1.ore expensive than other first 
quality inks, and is especially formulated for use with the developer. 
SIZE OF REDUCTIONS. ALWAYS take into consideration the amount of 
reduction your drawing will he given. Use of too fine a pattern will result in 
filled-in screens and loss of detail. Too coarse a pattern will give the appearance 
of conspicuous lines and crosshatches, rather than light and dark grey shadings~ 
For newspapers, the screen, after reproducti~n, should he between 65 and 80 
lines, depending upon the individual paper and newsprint on which your draw-
ing appears. 
PLEASE NOTE:- Craftint Douhletone Drawing Papers, formerly 
·available in two different size sheets, are now made only in the 
most-used and most economical size for general use . . . . full 
newspaper size, 17~" by 24". 
Just follow this simple system 
Seleet the pattern of Craftint Doubletone Drawing 
Paper according to the way the drawing is to be 
reproduced. (Use fine patterns for same size copy 
only; coarser patterns where reductions are 
required). Outline your subject in pencil or water-
proof drawing ink in the usual manner. 
After ALL dark tone areas are completely developed, 
use another brush or pen and apply Cra£tint Light 
Tone Developer to add the light greys. Again, blot 
immediately after developing. It is highly impor-
tant that Developers and Brushes he kept clean. 
Figure 13 
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Bring out the dark grey tones first by applying 
Craftint Dark Tone Developer with brush or pen. 
Blot Developer immediately after application. Do 
not let it dry on your drawing of its own acoord. 
Remember, dark tones MUST be developed FIRST· 
Add your solid blacks and whites in the us_ual i:{ 
with brush or pen, using waterproof dra.wmg ult• 
Erase pencil lines. Then, note the effecuve res • 
Now your drawing is all ready for reproduction· 
Both Craftlnt light tones and dark tones may be used 
effectivelv for outlines as well as for shaded areas. 
Post This in Your Art Department 
and 
-with ~raftint Doubletone 
I. 
DO 
Apply fresh developers and use sepa-
rate brush for each developer. 
2. Develop large areas with a large brush 
(No. 5. or No. 6) and blot as you go. 
3. Develop small areas with finer brush 
or pen. 
4. Develop all dark tone areas with fresh 
No. 21 dark tone developer before you 
start using the light tone developer. 
5 Apply sufficient developers to bring up 
• sharp uniform tones. . 
fJ~ Use clean, dry blotters to blot up excess 
developer. 
7 • Use a soft eraser (art gum) for erasing. 
8 Store Craftint Papers and developers, 
• as well as completed drawings, in a 
clean, dry place. 
DON'T 
I. Don't use stale or dirty developers. 
2 Don't use the same brush for both 
• developers, and be sure brushes are 
,clean. 
3. Don't apply developers with a dry 
brush. Brushes should be well satur-
ated. 
4 Don't allow developers to dry on paper 
• without blotting. 
5 Don't use developer if it does not bring 
• up clean, sharp pattern • • • throw it 
away and start a fresh bottle. 
8. Don't use blotters that are wet with 
developer. 
7 • Don't use hard," coarse erasers. 
8. Don't use fine patterns if your draw-
ings are to be redu~ed. 
{ 
FOR SAFE RECORD, HAVE YOUR FINISHED DOUBLETONE l 
DRAWING' REPRODUCED AND STORED AWAY 
AS SOON AS POSSIBLE 
THE CHAFTINT MFG. CO., CLEVELAND, OHIO 
UTHO. In U. S. A. Form 
-:-
+ 
+ 
+ 
+ 
ORIGINAL .COPY 
may be a line or wash drawing; a photo-
graph or ANY type of copy that can be 
reproduced by present methods in full-
tone, halftone, gelatin or gravure. 
COLOR SCHEMES 
can be VISUALIZED (without actually 
using any material) by simply placing 
different full size Colotone Sheets over 
copy. When colors are selected, each 
sheet should be tared firmly along one 
side only. After al sheets are taped on 
in po;ition and worked up, you can see 
exactly what the job will look like when 
printed in those colors. 
OUTLINING 
is easy with either wooden or plastic 
stylus, it is not necessary to press so hard 
that an impression is made in the sheet, 
but on the contrary, a "lifting," "shovel-
ing" or "wiping" motion will give best 
results. You want to RUB color OFF not 
IN. Although transparency of sheet will 
enable the skilled to split an outline, it 
is best at first to rub· off to the safe side 
and then go over to sharpen up shape. 
LARGE AREAS 
can be cleaned off much quicker and 
better with our COLO-REMOVER. After 
outli.ning, siJghtly saturate piece of cot-
ton, cloth or felt and rub off unwanted 
color. In small areas, it is advisable to · 
wrap slightly saturated cotton around 
end of stylus. Cheek each flap over white 
sheet of paper for streaks or spots that 
can be · easily removed with wrapped 
point of stylus. If there is a lot of color 
to remove, it is advisable to lightly ·tape 
down (temporarily) the three untaped 
, sides, so that no color will get under flap 
while cleaning off unwanted color. 
+ 
+ 
---
+ 
PROTECT 
your finished w.ork by using our HARD-
QUICK POWDER to toughen all re-
maining color on flap• by simply RUB-
BING IN powder, gently. Then du.st off 
surplus and rub in firmly with palm of 
hand until flap is same color and trans-
parency as before. Seasoned T ranspar-
ency used over entire work is a further 
protection and better than paper flaps 
because of instant recognition. 
FINISHED COPY 
should have register marks on original 
that will show through flaps. (The more 
marks the better, for jobs that have to 
be stripped.) Each flap should be cheeked 
for defects, dust, register and sequence 
over copy. When all are in perfect posi-
tion at least two pin holes shou ld be . 
pushed through all flaps and into copy. 
so all can be removed and re-registered 
if necessary. 
ADDITIONAL TONE VALUES 
. have been added to the color flap above and to color flap on camera 
below, in the same simple manner illustrated in preceding examples. 
This ability to get different values as well as SOLIDS and pure 
WHITE 0drop~outs 11 is very important where time is a factor an d 
different tone values are wanted from full strength inks. 
., 
REPRODUCING 
requires the same skill as other 
copies, BUT NO MORE. Focus for 
size and sharpness on under key 
copy, not for overlapping fl aps. 
ALL COLORS will photograph 
their true value with proper color 
filters and negative material-wiln 
the great advantage that they are 
PRE-SEPARATED from Black and 
all other colors, by simply placing 
a sheet of opaque WHITE PAPER 
under flap or flaps, when photo-
graphing for each color. 
NOTE: all our 100"/0 colors will 
photograph solid without flashi ng, 
some will photograph color blind, 
but naturally, others will need the 
proper filters and negative mate ri-
al. All tone values can be held 
relatively, at the same time. Pure 
drop-outs need a short LINE ex-
posure after halftone · exposure. 
Naturally, some experimenting will have to be done with 
your own equipment to find best stops and exposure. 
• It is best to have all tone values to the stronger side to facilitate DROP-OUTS . . 
· All color can be made dark GREY with our COLO-BLIND Powder; and after photo-
graphing be restored to original colors, by wiping off powder with damp cotton. 
Note the simpli ci ty and 
st epped up by overlappi 
ten st eps have been held in 
control with which col 
have many examples s 
a lftone negative. Benday 
now be created over copy in 
lost time of ha vi ng to make 
great advantag es of seeing co 
in ONE halfton e nega t ive that wi 
many sizes can be mad e from the s 
than "stripping tints." 
of steps, without the 
lines or sta ined prints; 
lete effect and being abl 
give a photographic resist. 
values. It is more flexible 
be 8. L. M.A! ~~?EACE INC. 
12CG GO'.'LSTQ;~ ST. 
BCSTON 15, MASS. 
SOFT HIGHLIGHTS AND S 
highlights can be mod e led with same a brasive used for 
Rub lightly with fing e r tip and color will lighten gradual I 
cotton to remove grea sy film. 
Soft 
which 
can be obtaine d with our specia l Black or Colo 
NOT DAMAGE color coat ing on our sheets. Th ey 
blend 1 fingers for soft phantom edges. This modeli ng may be 
tected w1 
perfect yo 
test out on 
any co lor on 
Hardquick Powd e r or wiped completely if unsat isfactory. 
t echnique for highlight or shadow effects, it is advisable to first 
Plus these techniques, AIR-BRUSHING can be don e in 
sid e of our sheets. 
All o ur she et s are so TRANSPARENT tha 
graph, drawing, or ANY form of copy by si 
wo rking over it. Wood-cut, dry bru sh, stippl e; 
be used on pape r or scratch board, can be 
FINE DETAIL is limited only t o the sk ill of 
stylus can be sharpened on fi le or sa ndpaper to 
needle point can be used (in a chuck) if s lightly 
when removi ng color. NOTE, a point that will 
point etching effects, as the scratches ca n be 
or colored pencil s. 
introducing 
A NEW ART MEDIUM 
for all those interested in getting 
better BLACK and WHITE 
copy and reproduction 
SOLOTONES are plastic sheets which are coated with a removable deposit (resem-
bling standardized smooth airbrush tones). There are both WHITE and GREY SOLOTONES. 
White Solotones are available in five different degrees of opacity and are mainly used 
to achieve phantom effects (see directions below). Grey Solotones also come in five 
standardized values of transparent grey. These are used mainly to darken and to increase 
contrast. (See inside page for example.) 
TEST to select the correct value of Solotone with Test 
Set or full size sheets by placing them over copy until 
the desired effect is obtained. Test Set contains 3"x3" 
pieces of all the 61 different COLOTONE & SOLO-
TONE Sheets (Colotones have the same characteristics 
as Solotones but come in printing ink COLORS). 
ATTACH the selected Solotone Sheet dull side up 
to one side of copy with tape. 
REMOVE the surface where it is not wanted with 
a plastic stylus. To remove large areas, first outline 
with stylus. Then wipe with cotton slightly dampened 
with liquid COLOREMOVER over rest of surface. Allow 
liquid to penetrate. Then surface will be quickly re-
moved with the next wipe . If that area is not very large 
or is broken up, wrap cotton around the end of a 
WOODEN STYLUS, saturate, with COLOREMOVER 
and then proceed. 
CHECK White Solotone flaps over black paper for 
any spots that have been missed. Grey Solotones are 
checked over white. Reproduction ·is made with the 
flap in position over the copy. 
REMOVE 
CHECK 
RETOUCH I 
without 
TOUCHING 
retaining natural 
photographic values 
PHANTOM EFFECTS have up to now been difficult 
and time consuming to produce, but now they can 
be achieved in a few minutes without touching the 
original copy. The background, in upper left pho-
tograph, is unimportant and detracts from the figure. 
In lower left photograph, background has been SUB-
DUED by the use of 50% White Solotone Sheet. The 
white surface of the sheet has been rubbed off over 
the figure. 
Clients often ask for a "phantom effect" with no idea 
of exactly what it will look like. Now you can use 
Test Set or full size sheets to try out the different 
values of White Solotones. When the desired effect 
is obtained, attach sheet and proceed, knowing that 
the final effect will be exactly what was wanted. The 
White surface of these sheets is so smooth and even 
that reproduction is much more accurate than with 
the ordinary white airbrush or wash backgrounds. 
To UNIFORM.l Y DARKEN with transparent black 
has been a still harder job for an artist or photog-
rapher and therefore is seldom attempted. The photo 
at upper right is unsai isfactory ftom the clients 
standpoint because the Dixie cup does not stand out 
from the background. See below how simp.ly this fault 
has been corrected, by creating more contrast, and 
note how much Whiter the Dixie cup appears. 
A SO% Grey (Solotone) Sheet was added over the 
photograph and the grey surface rubbed off over the 
Dixie cup. See directions on front page. 
"OLD-FASHIONED" is a good description of air-
brushing for these effects, now that Bourges Solotone 
Sheets in both WHITES and GREYS are available. 
These Sheets completely eliminate the need for old 
fashioned airbrushing, with the mixing and matching 
of colors and the frisketing on photo or drawing; 
where flat smooth tones are wanted. Airbrush work 
is easy to damage and hard to correct or change. 
Solotone Sh.eets are of no danger to photo or draw-
ing, but are actually a protection. The "freedom 
from fear" encourages the creation of bold and dra-
matic effects that would not otherwise be attempted. 
Although the surface of Solotones 
are removable, they are much harder 
to damage than airbrush. Moisture 
and fingerprints can be wiped off with-
out any damage to the sheets. Where 
flat, ' smooth tones are wanted, the use 
of Bourges Solotone sheets completf:ily 
eliminate airbrushing with its mixing 
and ·matching of colors. Solotone 
sheets, although good for these re-
touching problems, cannot change 
detail and so are not intended to 
replace all airbrushing or retouching, 
but rather to be used in con;unction 
with it. 
lAJ 
like 
this 
grey oacKgrounas 
like this 
- lBJ 
or 
with BOURClS SOlOTO~l she 
tCJ 
BACKGROUNDS have always been a problem for several rea-
sons. First, because it is difficult to judge the proper val'ue while 
spraying the tone. Second, it is difficult to know how far the tone 
should extend, as the drawing is often used more than once. Third, 
airbrush backgrounds are tricky, even if you knew just where to 
cut the frisket. Now it takes only a few minutes to add the proper 
grey backgrounds with Solot•one Sheets. The drawing remains un-
touched so that as many different backgrounds as necessary may 
be added. 
lAJ Shows the originaldrawing prepared for us by Suzanne and 
Lucerne McCullough. (BJ Shows the same illustration with SO% 
grey background added. (CJ Shows same i/lustration with dif-
ferent grey flap added. See detailed directions on first page. 
Authorized Distributor for Bourges Pr ducts 
B. L. MA 
1266 DO .'L . TO~ ST. 
BOSTON 1::; ;iASS. 
visual method _of adding and subtracting color values without touching the tr nspareh2f,6 OOYL 'TO i'J ST. 
minuting 'written corrections and retouching on the transparency itself BOSTON 15. MASS. 
!bert R. Bourges 
urges Colotone sheets (transparent 
:ets with a removable colored surface) 
re originally designed as an art me-
tro, but several photographers noticed 
:ir resemblance to color filters and 
en shown that the color surface was 
novable, they immediately experi-
mted with them in regard to restoring 
lor balance to transparencies. The re-
lts were instantly successful and the 
Jitations and frailties of transparencies 
!re greatly reduced. 
These sheets are available in 61 colors, 
I of which can be used to correct color 
ansparencies. The reason for so many 
that the precise color may be obtained 
ithout having to use three or four 
teets. The color surface of the sheets is 
)t affected by atmospheric conditions. 
Recently a complete color range of 
todeling pencils has been developed. 
he pencils are used to apply additional 
Glor, which is then blended with finger 
ps or pastel stumps into the special 
urface of these sheets with the sim-
licity and flexibility of "finger paint-
Jg" and the added advantage of being 
asily removed. Soft edge effects are ob-
ained by using a lighter sheet and 
Jlending deeper with the pencils. 
A new, soft pencil eraser or paste 
1brasive can be used to remove the 
~ olored surface to a soft edge, but this 
.s recommended for use only with the 
lighter sheets. To obtain fine edges, such 
as on fur, the surface can be removed 
with a needle point. 
Colotone and Solotone Sheets can be 
used to greatest advantage on light, high 
key and over-exposed transparencies. 
Now, most transparencies that are 
badly off balance towards green can be 
quickly corrected with proper shade of 
Red Colotone. Too hot and red trans-
parencies can be cooled and corrected 
with green Colotone. In fact, by adding 
the complement of the color predomi-
nating too much in the transparency, 
proper color balance can be restored, 
often without any work on Colotone 
Sheet. 
Often it is not an over-all but a local 
correction that is needed most, and that 
is where these sheets are especially val-
uable as the color surface is removable. 
When correcting a transparency that 
has no depth, try using a gray flap to 
subdue the background and rub off what 
you want to stand out. 
Have you ever had any trouble getting 
silver to look like silver? The redder 
the surrounding objects the redder tht; 
silver, because of the reflections. If you 
attempt to throw a blue spotlight, the 
blue picks up on the surrounding ob-
jects. Now, by using the appropriate 
sheet, you can add the desired amount 
of blue just behind the silver and warm 
up the rest of the picture to achieve 
as much contrast as necessary. 
Many photographers have been satis-
fied just to get a good color transparency 
that was not off in color. They have 
not yet begun to make full use of color, 
the way an artist pl;;~ys one color against 
another to achieve contrast, mood, etc. 
This is made easy with the Colotone 
sheets. If you would like to see the back-
ground bluer, the table cloth redder, try 
simply placing the desired color sheet 
behind the transparency, removing the 
color where not wanted, and see the 
result. 
Suppose, for example, a transparency 
has been made to advertise a radio cabi-
net, somehow it fails to stand out from 
the rest of the picture. By using its 
complementary color (green) flap over 
the rest of the picture and rubbing off 
over the cabinet, a spotlight effect has 
been obtained which could not have been 
gotten by photography in the original 
transparency. 
Many dramatic and unusual effects 
can be tried in this manner; as the 
transparency is never touched, the ef-
fects are limited only to the imagination 
of the photographer and art director. 
This method has proved so simple and 
successful that it is used today by. many 
outstanding photographers, engravers 
and lithographers. The sheets can be 
used as actual correction copy and the 
platemaker can photograph through 
them. However, if reproduction is for 
over double enlargement or only slight 
correction is desired, the sheets are still 
used as an accurate . correction guide 
taking the place of written instructions 
that are often vague. 
When the transparency has been under-
exposed (too dark), correction may be 
made on separation negatives by the 
platemaker. However, since he is work-
ing negatively he adds density with 
Colotone sheets when he wants to lighten 
the areas in the final print. They are 
claimed to be much better and surer 
than trying to airbrush or stage negative 
correction, because Colotone Sheets are 
available in definite standardized values, 
greys as well as color and the negative 
is never in danger. 
Test 
by placing different test 
sheets over transparency 
until desired effect is vis· 
uolized. Test set contains 
3 x 5 p ieces of the 61 
different Colotone and 
Solotcne sheets. 
Attach 
selected flop [in this case 
50')'. process red) to one 
side of transparency with 
tope. Work on reverse 
side of transparency on 
viewer or light table. 
Remove 
the colored surface where 
it is not wonted by out-
lining the area with a 
plastic stylus, then wipe 
off the rest with cotton 
sligh:ly dampened with 
liquid Coloremover. 
Check 
flop over white sheet of 
paper for spots that hove 
been missed. Leave flop 
attached to transparency, 
and turn it over . Place in 
sleeve or mount between 
gloss. 
Result 
is ready for showing to 
client before plates ore 
mode. No correction is 
noticeable end no de-
toi) is lost, as flop is on 
bock of transparency . Re · 
production con be made 
through Colotone flops . 
Dull 
side 
up 
White~ 
paper . 
I 
The above reprod uction was made {;·om a trans-
parency to show how it may be changed- note 
color of dress. 
Reproduction at right shows how dress had been 
changed by simply add in g a 50 per cent Process 
Red Colotone sheet behind the transparency. 
P-hotographer- Plucer 
Agency-Carl Reimers Co ., Inc. 
Art Director-James Downey 
Production Manager-Jock Farley 
Client-Remand-Holland Inc. 
Engraver-Graph ic Colorplate Co. 
This reproduction was cor-
rected in the manner de-
scribed on th e f ront page of 
th is insert . Separation nega-
tives were mode through the 
Colotone Sheet. 
Color transparencies, with all their charm, are often 
unsatisfactory. Most correction metho"ds are- a danger 
to the original in that they make changes that are diffi-
cult to undo and permanently affect the transparency. 
The Bourges method, using Colotone and Solotone 
sheets, is never dangerous to the original because all 
corrections are on overlays, the transparency remaining 
untouched. 
Lith ographed by Quod Offset, New York< 
"THE MODERN WAY" is 
with Bourges TRANSOPAQUE 
Masking Sheets 
Above illustration shows how the "old-fashioned" artist 
makes black opaque masks for color plates. Note how the 
opaque " blacks out" all detail of the under key drawing, 
making it impossible to tell what is done . Now see illus-
tration on right showing the modern way of using TRANS-
OPAQUE Sheets. Note that you can see all detail of the 
black or key drawing, making it easy to avoid any misses 
or overlaps. This flap is reproduced over a white sheet of 
paper with normal line exposure. 
These Transopaque sheets are coated with a transparent 
red-orange pigment, which is removable. These sheets pho-
tograph the same as black, yet are so transparent, you 
can split an outline. See inside page for directions. 
oPAQUING IS 
Up until now, simple color se.parations have been made by 
painting in with black on frosted acetate, tissue or cellopha~e 
overlays. This has never been satisfactory because of uneven-
ness, the tendency to crawl and cause flap to buckle; the time 
necessary to dry. and the danger of cracking after drying . Still 
worse is the fact that you cannot see through and know exactly 
what you are doing. For this reason, intricate designs and wood-
cut effects must be avoided. Even accurate register to key draw-
ing is uncertain. See the MODERN WAY below. 
Au 
ADAIS 
make key black and white illus-
tration using any technique 
and medium you prefer, wash, 
photographs, pen and ink, etc. 
ATTACH 
Transopaque Masking Sheet to 
one side of iII ustration with 
tape. Be sure sheets are large 
enough to cover register marks. 
REMOVE 
colored surface of sheet with plastic 
stylus. large areas can be quickly 
removed with cotton slightly damp-
ened with liquid color remover. 
PHOTOGRAPH 
Transopaque flap over ver: 
sheet of paper fo t quick ac 
line plate. Photograph blao 
white illustration in normal n 
ADVANTAGES 
Note the interesting detail and same technique that is in the color plate as well as the black and white. This would 
have been very difficult to do by any other method. Not only do we feel this medium does this type of work better, 
quicker, more accurately and more economically, but it opens new horizons to the creative artist. After the Trans-
opaque flaps have been completed, protect the surface either by rubbing with our HARDQUICK Powder or by 
covering the flap with a sheet of clear acetate. This affords perfect protection and yet art work is clearly visibl e 
at all times. The protecting flap is removed when art work is photographed for reproduction. 
ART DIRECTOR, Francis J. Pataky: "This Bourges 
material is an ideal art medium for creative Art 
Directors, especially those who are interested in the 
reproduction looking like the original." 
NOTE: The Bourges TRANSOPA 
MASKING Sheets are also availab 
thin, PRESSURE-ADHESIVE Sh 
which ore used for dummies and 
prehensives. If only small area 
needed, attach the pressure- adh 
type to a sheet of clear acetate 
seasoned transparencies are idee 
this purpose) and cut or rub o 
shape. If too much color is rubbe< 
correction can be quickly made E 
with these adhesive sheets or poi 
in with black opaque. 
This illustration was prepared by ( 
Basford, Advertising Agency forTY 
Products. 
PRODUCTION, Matthew Metzler: "The art work co! 
more to prepare yet the plates were less than half the 
of previous similar iobs. All plates were OK on first p1 
This applies to the entire year's campaign." 
HORAN Engraving Co. Inc., N. Y. C. Mr. Hirshfield: 
heartily recommend art work prepared with Bou 
Sheets for simplified and accurate reoroduction T 

NEW HORIZONS for THE ARTIST and ECONOMY for THE CLIENT 
Scratchboard and pen and ink techniques are flexible and have 
wonderful possibilities for individual styles in the creation of key or 
black and white art work; but up to now, the technique could not be 
carried out in the additional tint or color plates. TRANSOPAQUE 
Sheets now make it possible to put as much character in tints as in key 
drawing. In the above illustration by Elaine Condon (Cleveland, 
Ohio), a pencil sketch was first made, then the shadow area only, was 
inked in. Next, a TRANSOPAQUE Sheet was attached over the entire 
illustration and highlights removed with scratchboard technique. Be-
cause, in this case, extra fine detail was wanted, the surface color 
Start Saving Time and Money NOW 
Mail enlosed card today. Wooden Stylus FREE 
with initial order for Transopaque sheets 
was removed with a needle point that had been rounded to prevent 
scratching. The Lincoln Photo Engraving Company of Philadelphia 
(who highly recommend these sheets), made two line shots, same time, 
same size, photographing the Colotone flap over a very white sheet 
of paper; and then making line shot of black key drawing. Plates for 
this and the front page were etched on Dow metal on which they find 
they can make faster, deeper, cleaner plates and at a saving in time 
and cost. All color separating, masking, opaquing, etc. was elimi-
nated. The great added advantage is that complete color effect can 
be seen before any reproduction expense is incurred. 
Autllorirfld Distributor 'or BourflfJS Products 
. L. MAKEPEACE 
12oG co f (•--. L..:· 
f( L :, 
copy with u~'' 1 COLOTONE Sheets 
- lp, 
Everyone who has ever worked with color has dreamed of an accurate way to get 
good four-color copy and reproductions - economically and fast. Now it is no 
longer a dream, but a reality with a new medium - Bourges COLOTONE Sheets. 
The artist can now prepare pre-separated finished art. COLOTONE Sheets are 
transparent and are matched to printing inks - a separate sheet being used for 
each color. 
COLOTONE Sheets have no screen pattern and are flat transparent tints in five 
steps from 10% to 1 OOOfc>. The transparent color surface of these sheets can be 
removed or deepened as desired. For detailed instructions, see inside spread. 
The finished art is so accurate, it can act as a color proof and be shown to clients 
for an approval BEFORE plates are made. The individual COLOTONE flaps are 
reproduced separately by halftone or line according to the character of the flap. 
Pre-separated copy, prepared in color with COLOTONE Sheets, eliminates 
guesswork which is the evil of grey washes and fake methods. At the same time, it 
eliminates correction on negative or plates which is the chief cause of the high cost 
of process reproduction. 
i ... \ 
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100% Process Yellow 
COLOTONE was attached 
at left with tape 
outlined carefully with 
plastic stylus to a sharp 
clean edge 
large areas removed 
with colton slightly 
dampened with remover 
This yellow sheet was handled as line copy. The modeling in the wings and flesh was done with regular scratchboard tools 
th at had been slightly rounded so as not to cut into the plastic. However, a Process Yellow COLO TONE of less value could 
have been used and handled in the same way as the Process Red below. 
NOTE: Two or more flaps of the same color may be combined and halftoned together as copy for any color plate. 
30% Process Red COLOTONE 
was attached to top of 
illustration with tape . 
color removed where 
not wanted in the same 
manner as described above 
deeper reds added with 
modeling pencil and blended 
with fingertips and stump 
A special pencil eraser is used to remove excess modeling. This eraser can also be used with a heavier stroke to remove 
the COLO TONE surface. This gives a soft dry bysh edge. 
NOTE: All color and values are also available on thin adhesive backed sheets which can be affached to the standard 
COLOTONE Sheets and cut to shape. They can also be rubbed off or deepened. Pressure Adhesive COLOTONES are 
used to bl!ild up areas or to replace small pieces that have be~n accidentally scratched or removed. 
-:--_ VEW SHEET--- =- =. 
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I 
I 
I 
I 
I 
I 
~---
---
This Transraaz Sheet which 
was used for blue plate was 
a ttac hed at the right 
modeling was added with blue 
pencil and blended with finger -
tips and stump 
after desired effect was 
obtained, flap was checked ove r 
white pape r for misses, spots, etc . 
TRANSRAAZ (our latest development ) is a seasoned plastic sheet with a transparent raised tooth that catches our model-
ing pencils and will hold delicate vignettes, especially Ane for lithographic reproduction. 
NOTE: Often it is necessary to go back and add little touches to the different flaps to gain the particular effect you 
want. Always place seasoned transparency over finished art work a s a protection . 
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As illustration is completely separated, all there is to do is reproduce the individual 
flaps , In general, the 100% COLOTONES are reproduced in LINE, and lighter values 
with modeling are HALFTONED at the proper screen angle and automatically high-
lighted in the camera. This copy as well as the entire circular was reproduced on 
standard ortho film with white flame carbon arc lights_ 
Register and crop marks were added on original copy and showed through each 
flap as it was photographed. (However, it is good practice to add to all flaps .) 
A. All flaps were turned back and line ne~at ive mode of the key drawing . Howe ve r, any type of wash 
drawing , photograph , etc. may be holftoned and used as copy for block plate . 
B. A glossy sheet of very white paper* the size of the illustration was placed over the key copy and the 
yellow flop turned into position. This is brought into focus with register and crop marks showing . A 
line negative was mode on regular ortho film with Standard Eastman C -5 filter . (Color blind film , 
- no filter - is used when Eastman Magenta Screen is in camera .) 
C. Yellow flop is lifted and Red flap is placed in position over same white sheet of paper . Then an 
automatically highlighted halftone negative was mode at the proper angle . (Copy or screen may be 
turned to the correct angle .) No filter was used . 
D, Red flop is lifted and Blue flop folded over copy into position and halftoned on ortho film of the 
proper angle with Eastman G (15 ) filter . Naturally, if plant is equipped for process work, it is a 
good ideo to make blue negative on pan film . 
Halftones from COLOTONE copy can also be made by the indirect method. 
EASTMAN KODAK 
FILTER FACTORS 
Re: Halftone Screen Angles 
FILM 
LIGHT 
Process 
Red 
ProceH 
Yellow 
Process 
Blue 
Pan 
White flame 
Carbon 
58 (B2) 
61 (N ) 
47 ((5 ) 
49 ((4) 
25 (A) 
Ortho Ortho 
White flame Mercury 
Carbon Vapor 
None 8 (K2 ) 
47 (C5 ) 47 (C5 ) 
8 (K2 ) 8 (K2 ) 
15 (G ) 
Where only three colors must be in halftone , the predominating co/or should be at 45 ° and the other 
two colors at 75 ° and 105° , giving the 30 ° separation which is ideal . Where a fourth color must be 
added in halftone, the yellow is usually put of 90 ' but, if there is plenty of green or a co/or using a 
heavy halftone of yellow , the yellow con be put of 75 ' and the lightest co/or put of 90 ° . 
How the highlighed halftone negatives were made. 
1. Very white glossy paper*was used under all flaps to accentuate the whites . 
2. Slightly less than total normal halftone exposure was given using proper filter where required , 
and one stop. Do not flash if you wish to hold solids. 
3 . Halftone screen was removed and short line exposure given without removing filter . 
NOTE: Both line and halftone exposure will vary with different equipment and some experimental 
shots will have to be made before exact timing will be determined . If line exposure is not enough, you 
will not sufficiently choke up your whites and if line exposure is too much , you will hurt halftone 
values, but there is a place in between these two extremes that will give you perfect negatives for any 
type of reproduction. We don't believe any amount of hand correction on negatives or plates can 
give the photographic quality you can get automatically with a little experimenting . 
IMPORTANT - whether in making negatives of this form of pre·separated color copies you use our 
simplified dropout method or not you will at least have the great advantage of each color being 
separated 100°/o from black and the other colors - something that no other separation process will 
give you . 
Here are other ways 
the same key illustration could have been done 
with Bourges COLOTONE Sheets. 
Actually, 
anything that can be reproduced by process 
can be created with our sheets, 
and reproduced accurately any size 
by letterpress, lithography or gravure. 
The copy is up to 
the skill and imagination 
of the individual artist. 
Pre-separated color is easier than you think. 
Prove it yourself. 
Just how much time and money you save 
depends on you and 
how soon you start. 
Order a set on approval today. 
Note : The "angel" used for this folder was adopted 
from the RCA Christmas card which was created with 
Bourges COLOTONE sheets. 
Authorized Distributor lor Bou"igeS7'ro u~ 
I ~ .. " !3. -·· .. ,, .. 
·-----
CE INC. 
'ha/ftone'~egatives with SOLID BLACKS- PURE WHITES 
CORRECT TONE VALUES without OPAQUING or RETOUCHIN 
•matic highlights, solids and modeling can be obtained in the negative of each color for reproduc-
by lithography, letterpress or gravure . The procedure will vary in different plants using different 
pment and supplies, but the general procedur.e is as follows-Place very white glossy paper under 
(some shops use white opaque plastic sheets). This increases the reflective quality of the whites and 
s greatly in achieving the drop-out. Don't flash, if you wi~h to hold solids. Give normal total halftone 
>sure using one stop only preferable about #22. After halftone exposure, remove halftone s_creen 
give line exposure from about two to twelve seconds. If too little line exposure is given, the whites 
not be choked up enough. If too much line exposure is given, the contrast will be increased _t_oo_ much 
the halftone values hurt. Where softness is a factor, it is not necessa·ry to obtain solid blacks on 
Jtive as a very fine pin point dot will not hold in printing to offset plate or in the engraver's etching. 
Jmount of correction work on negative can give the photographed quality you should. be able to get 
1is kind of negative. /n some cases halftones from Colotone sheets _are made by th_e inc/.irect method, 
is, photographing the flaps in continuous tone and making halftone by contact or rephotographing. 
UIST, Jack Hobson: ART AND PRODUCTION CONSULTANT, George Keegan : 
" In preparing the art work for the illustration below, I was pleasantly 
·prised to find how flexible and easy this medium was to work with. First 
id a pencil sketch, then blocked in the light grey masses. In order to work 
both the black and the color at the same time, I next attached a 30% 
. (atone flap and removed where I was sure no color was wanted. Then 
fted the sheet and built up the deeper tones in the drawing-then added 
! deeper color values-back to the black drawing for the black accents-
ally, the solid color accents and last of all, the white highlights. I believe 
1t with a little study, this medium can be as flexible for the illustrator as 
1ter colors besides creating new techniques of its own." 
"Pre-separated illustrations are a wonderful development. Since pre 
work is so costly, it usually limits the amount of color used. Fake separa 
made by the reproducer, are never made with the same freedom and 
of the original art, and are often more costly. With Colotone sheets, tho 
director can have full control of the separated art work and at the . 
time, the saving in cost, with the added assurance that the reproductio r 
be faithful and accurate. This allows me to use more color and satisf, 
clients better. I am an enthusiastic booster for Colotone sheets." . 
rHOGRAPHER, Quad Offset, New York City: 
"Pre-separated art work helps us too. Alth 0 ugh we had to make two 
three fest shots, we were abl"e to get a fully automatically highlighted· 
gative in the · camera withciot loss to other tone values. Since no new 
,uipment or royalties were.-involve;d, this repr~s~nts a consic;l.erable saving 
I • I , •··.- • I ·.:: L ·• :. t. • . • .1 _! . • o . ., 
You'll never know till you try. q • 
Authorized Distributor lor Bourges Protlo eta · 
· · : B .. L MAKr:?E. r--r 
" 
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their relative grey values with 
tomatically highlighted halftone 
9atives. 
.STMAN KODAK FILTER FACTORS 
for Your Engraver and lithographer 
FILM Pan Orth o Ortho 
LIGHT hite Flame White Flame Carbon Carbon 
Process 58 (B2) None 8 (K2) 
Red 61 (N ) 
Process 47 (C5) 47 (C5) 47 (C5) 
Yellow 49 (C4) 
Process 25 (A) 8 (K2) 8 (K2) 
Blue 15 (G) 
Poster 58 (B) None 8 (K2) 
Red 61 (N ) 
Poster 47 (C5) 47 (C5) 47 (C5) 
Yellow 49 (C4) 
Poster 25 (A) 8 (K2) 8 (K2) 
Blue 29 (F) 15 (G) 
Gr,een 25 (A ) 47 (C5) 8 (K2) 
Purple 58 (B2) 8 (K2) 8 (K2) 
61 (N ) 
Brown 47 (C5) 47 (C5) 8 (K2) 
49 (C4) or None 
Orange 47 (C5) 47 (C5) Nane 
e back page for DROP-OUT technique. 
The illustration above was prepared 
with 30% Colotone Sheet in manner 
decribed in panel at left. No retouch-
ing or opaquing was done on the 
negative or plate. Certain areas have 
been circled and the following notes 
describe how they were obtained. 
These sharp definite whites are where the 
colored surface of sheet was removed 
with plastic stylus. They were automati-
cally highlighted on negative. 
This deeper area is spot af solid pres-
sure adhesive sheet, cut to shape and 
adhered to the 30% Aap. Note how our 
dropout method does not grey down 
the solids. 
This .lighter area is where the'surface has 
been reduced by gently rubbing our 
reducing abrasive over the surface. 
This is over-all color value of Aap. 
These deeper areas were obtained by 
blending the modeling pencil into the 
surface of the sheet. By our automatic 
dropout method there was no loss to 
these middle tones. 
These dry brush edges are where the sur-
face of the sheet was removed by strokes 
of oenc:il P.rn-:Pr NnfA hnw ,....,,. ,..., ,f ........ ,... ;,. 
Prepare 
black and white illustration in 
nor mal manner. Add register 
maries. 
AHach 
Colotone flap to one side of illus-
tration with tape . Select light 
value sheet and build up. · 
Add 
de<- per tones with modeling pen-
cil . Blend with finger tip or pcistel 
stump. 
Remove 
color surface with stylus, pencil 
eraser or reducing abrasive, de-
pending on the desired effect . 
Remove large areas with liquid 
Coloremovers. 
finish flap over white sheet of 
paper for spots etc. Then trace 
register marks on Colotone flap. 
Photograph 
Colotone flap over ve ry_ wh ite 
glossy sheet through halftone 
\.<::ree n at oroo_er onale by our 
Now, a WHITE sheet of paper under a COLOTONE flap makes a perfect copy for COLOR PLATE complete 
separated from the key drawing. Even BLUE COLOTONES can be half-toned to their relative grey val u 
on both pan and ortho film-with the proper filters. See recommended "filter factors" at right. Working 
actual ink colors, the client gets art copy that is the equivalent of a color proof. This is especially importo 
where the client is fussy and an OK should be obtained before the plates and reproductions ore made. 
Once artists use this Colotone method, they will never go back to making un- ;,eparated process illustrat ic 
which are expensive to reproduce; or to mak ing fake-separations with tissue flaps in black and grey wash• 
which the reproducer has to decipher. With tissue flaps, both artist and reproducer are working blind a 
neither is sure of reg ister or result until plates are made and proved. However, when the artists crea te " p r 
separated" color copy with Colotone flaps , they have all the advantages of working in color and , at t 
same time, saving in reproduction time and cost. 
When you work on separate flaps for each color, you automatically " SEPARATE as you ILLU~TRA 1 
PROOF OF BLACK PLATE Artist, STEVE GROUT, represe nted by Gil Tor 
I , '/ 
I <'' 
.. ...._... ..... ., 
w ith {7pV'f COLOTONE Sheets 
SCJe~Z dream of 
NO COLOR PROCESS 
~ 
~OCESS HEADACHES 
~egular two-color Process, fine in many 
vays, creates certain basic problems. First, 
he Art Director may want to present the 
~eo in color, but hesitates to have the 
dditional work done, because if the client 
oes not like the choice- of color or the 
!feet, the color cannot be taken out, and 
>it is a waste of time and money. 
Two-Color Process prepared with 
e black and white sketch or photograph 
tact. One or more color flaps are taped 
·er the black and white sketch to show 
e client several variations of design or 
lor without ever touching the original. 
This simple procedure has proved so 
ccessful in sell ing additional color that 
ecial departments have been set up in 
rious agencies and reproduction plants 
that more copies will be presented in 
)LOR. 
NK COLORS VS. WATER COLORS 
ten the usual color sketches create color 
Jroduction problems. For example, this 
true of two-color illustrations in which 
' a rtist has kept to black and red but 
ere the va lues of red run from a light 
m ge to a deep wine. This makes a beau-
, ; picture to ha ng on a wall but will only 
Jse problems in reproduction. 
: olotone Sheets a re available ONLY in 
nting ink colors. They are designed for 
•reduction . The effects created with them 
! only those that can be faithfully re-
•duced. 
FILTERING-OUT BLACK 
1 art ist may feel when a good two-color 
;tration is finished and the proper effe<;_t 
1ieve d, that the problem is solved. So 
few artists realize that no engraver or 
lithographer can photographically sepa-
rate the two colors completely for their 
respective printing plates. The black draw-
ing is the chief problem, as certain colors 
can be filtered, but black, being a com-
bination of all colors, reacts the same as 
the color they are trying to photograph . 
Sometimes, because of th is, a high and low 
negative are made of the colored illustra-
tion and the separation made by hand in 
reverse, in dots, on negatives or plates and 
not by an artist. It's a wonder the repro-
duction comes as close to the original as 
it does. 
OVERLAPPING DETAIL 
Because of the lim itations of filter separa-
4 
Artist, JOHN COLLINS, Contempo Advertisi ng Art ist 
tions, there is much overlapping of detail 
in process work which must be printed in 
perfect register or a blurred effect is the 
result. With Bourges Colotone flaps, the 
red plat~ will only retain red where the 
artist wants it. Since the red and black 
flaps are shot from separate copies, there 
is no overlapping in detail and so repro-
duction is much cleaner. 
BLACK AND WHITE ONLY 
Very often a reproduction in black only, is 
wanted from a color copy. By the old 
method the color in copy will make it hard 
to get a good black plate, while by the 
Bourges method you have only to lift off 
color flap to have a perfect copy for your 
black plate. 
COLOTONE NEWSLETTER 
Number I 
FLASH I "LIQUID COLOTONES ARE NOW AVAILABLE" 
You know , of course, that standard Colotone Sheets match ink col.ors. Now these 
colors are available in liquid form. The artist can use them in the same way as 
ordinary water colors, yet they will holo on the surface of our Colotone Sheets, 
and on clear acetate, too, remaining flexible and transparent. They can be used 
with brush, airbrush or ruling pen, but most important they are water soluble and 
can be removed with a piece of damp cotton without damaging the Colotone surface. 
When diluted with water for the lighter tones an additional drop or two of a wet-
ting agent, Bourges wB Adhesive 112w, must be added to maintain the proper balance. 
There is also a liquid Transopaque for patching the Transopaque Masking Sheets. 
When this liquid color dries it can be scraped off just like the rest of the 
Transopaque surface. As there will only be a limited supply at the present time, 
send now for the ones you would like to try on your next job. Be sure to include 
wB Adhesive fl2" in your order. 
PRICE PF.R BOTTLE $.75 EA. 
MODELl NG PENCILS STILL BEST FOR SOME EFFECTS 
Where soft blending is desired, it is better to use the modeling pencils first and 
then add the deeper tones with the liquid Colotones. (If the pencil blending is 
to be done over a large area, it wi 11 blend easier if the sheet has been treated 
with a little vaseline, rubbed into the Colotone surface and wiped dry-- before 
you start.) 
BE SURE TO SPECIFY COLOR WHEN ORDERING PENCILS $.35 EA. SET OF 9- $2.75 
BOSTON REPORTS .MORE ADHESIVE SHEETS (FOR LAYOUTS) SOLD THAN ANYTHING ELSE 
For a long time art directors have been looking for a simple way to make crisp, 
clean layouts in transparent colors. Pastels were not good because they were 
opaque and would not hold on photostats, etc. Airbrushing dyes were too tricky 
and took too long. Now, with these adhesive back (not wax) Colotone Sheets, it's 
possibly to quickly create sparkling dummies with the same Ink colors that the 
artist can use (on standard sheets) to prepare the finished art, and the reproducer 
to print the copy. These have made quite a hit with art directors who realize the 
value of this type of finished rough which gets over the idea of the final effect, 
in color, so well to the cl lent. These sheets wi 11 adhere to any surface and have 
many other applications which will be taken up in later newsletters. See article 
on this medium in June issue of AMERICAN ARTIST. 
SPECIFY wADHESIVEw WHEN YOU ORDER - SAME PRICE AS STANDARD COLOTONE SHEETS. 
ANSCO HAS PREPARED NEW FILTER/FILM CHART ON BOURGES COLOTONE 
For some time we have wondered just how light a tint could be held as a solid line 
negative. We told our problem to Mr. MacDonough of the Ansco Technical Division, 
and he has just finished over 200 tests and sent us their findings. It seems that 
with the proper filters and film a surprising number of our lighter tints can be 
held with line negative, so send for this ~:hart and have it on hand in case a job 
comes up where you would 1 ike to use the 1 ighter tints as actual copy. Remember, 
it is always simplest and cheapest to prepare copy for line negatives with our 
Transopaque Masking Sheets as they photograph the same as black. We realize that 
there are many cases when it is worth a slight increase in reproduction cost for 
filter andJor color film. lt•s always a good Idea to check this with whoever is 
going to do your reproduction before you start on your separations. 
COPIES OF THIS CHART ARE NOW AVAILABLE. SPECIFY CHART wAw. 
(OVER) 
COLOTONE SHEETS ARE BEING MADE HARDER TO RESIST DAMAGE 
Originally the surface of Colotone Sheets was very easy to rub off, but we had too 
many complaints from Dealers and clients alike that they damaged too easily. How-
ever, now that they are being made slightly harder it may be desirable to soften the 
area that is to be removed by dampening It slightly with cotton moistened with Colo-
remover, The surface will dry back hard after the remover evaporates. CAUTION: DO 
NOT USE TOO MUCH REMOVER OR WIPE OVER AREAS THAT ARE STILL DAMP, AS IT MAY REMOVE THE 
ENTIRE SURFACE. Keep moist flecks of Colotone away from area that is not to be re-
moved. However, if they do get on the area, be sure to brush them off quickly with a 
soft brush before they stick and fuse to the sheet. Many artists prefer using an air 
spray to keep the sheets free from Colotone specks. 
BE SURE TO KEEP OUR COLOREMOVER ON HAND. H oz. $.qo- 8 oz. $1.10"" 16 oz. $1.90. 
INTERESTING EFFECTSGAINED BY REMOVING THESURFACE WITH STEEL WOOL 
A plastic stylus is generally used to remove the surface of the sheet (the wooden 
stylus is too soft to do any but the simplest work) . However, artists are constantly 
coming up with new tools and techniques. Charles Clements, of Designers 3 In New 
York City, who by the way, has done some very interesting separated Illustrations 
with Bourges sheets,' did one the other day for the French Line, using steel wool to 
remove the surface of the sheet. It had all the appearance of an Intricate stipple 
effect, and yet was done so simply. 
Many of the artists who do work for Coronet seem to prefer to use razor blades. How-
ever, care must be taken to not cut deeply into the surface of the acetate and also 
not to get too fine a line that will not reproduce. Scratchboard tools that have 
been rounded so as not to cut Into the sheet are also a great favorite with many of 
the illustrators. 
SPECIAL PLASTIC STYLUS CAN BE RESHARPENED WITH FILE OR SANDPAPER - $.q5 EA. 
NEW STUDIO STARTED, USING BOURGES SHEETS EXCLUSIVELY 
Though more and more studios, artists and agencies are using this new art medium, we 
think Enterprise Studios, 1151 Broadway, Hew York City, is the first studio created 
solely for this purpose. Although they are experienced In handling most types of 
copy, they now are doing mostly color transparency correction for presen~atlon and 
reproduction. 
TRANSPARENCY CORRECTION SIDELIGHT 
Did you know that the first series of paintings, reproduced In Fortune from trans-
parencies instead of direct separation were corrected with Bourges Colotone Sheets? 
March 1950 issue - Photographer, Sid Farnsworth, New York City. 
HAVE YOU DONE ANYTHING INTERESTING WITH BOURGES SHEETS? 
Mrs. Mayfield, who is our Vice President and Art Director, Is preparing continuity 
for a sound film., in color, to be prepared on Bourges Products. This wi l l soon be 
shown before many art directors• clubs and advertising clubs, as well as in the 
courses of many art schools. She needs ,your help to make this film as interesting 
as possible, so please send her any proofs or tear sheets (with Indications of what 
has been done) so that she may choose the most appropriate examples to deMonstrate 
the different uses of this medium. Credits to artist, agency, printer, etc., will 
be given. 
PR i NT ED I N U . S .A . 
BOURGES, INC. 
106 Fl FTH AVE. 
NEW YORK 11, N.Y. 
'tJ\rl' ~ 
An Introductory it 
has been prepared in connection 
with this book. 
It contains all the vital Bourges 
materials so that you can not 
only read about this exciting new 
process, but prepare actual 
examples as well. 
See for yourself how easy it is 
to use this new art medium, and 
the wonderful resu Its that can 
be obtained! 
This set contains 
the following: 
SHEETS - Adhesive Colotone, White Solo tone, Grey Solotone, 
Transopaque, Standard Colotones in deep colors for line 
separation "- lighter ones for halftone reproduction, and Kleer Base. 
ACCESSORIES- Stylus, Liquid Coloremover, Liquid Colotone, 
"B" Adhesive, and Colotone Pencil. 
Printed in U.S.i' 
• 
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explained 
CHAPTER 1 THE BOURGES MATERIALS AND HOW TO USE THEM 
Page 
7 
9 
12 
14 
18 
The palette of colors-The Test Set-The two types o 
The Sheet sizes-How to remove the color: with Sty 
Techniques: with Stylus, with scratchboard tools, w 
with stiff brush, with Mode I ing Eraser, over rough 51 
Liquid Colotones, with Colo tone Penci Is, with Adhe 
Sheets-Brush techniques: smooth tones, soft edges, 
~SIVe-
&eautilu/ly 
illustrated 
~r-
, 
• I 
rith 
effects-Airbrush techniques: vignettes, intricate blending-Pen techniques, line 
detail-How to obtain soft highlights-How to protect copy: with Kleer Base, with 
lacquer. 
CHAPTER 2 THE BOURGES PROCESS FOR LAYOUTS AI'-
Purpose of color layouts and presentations-Ink colo1 
Advantages of Colotones for presentations-When to 
to use the Standard Sheets-Layouts prepared with A 
Presentations prepared with Standard Sheets-Subtra• 
in 2, 3 & 
COLORS! 
for creating the cover design. '----------.-.1 
CHAPTER 3 SOLOTONE OVERLAYS FOR BLACK-AND-WHITE 
Description of Solotone-White S?lotone vs. Gray Solotone- Advantages of Solotone 
overlays-The four forms of Solotone: Standard Sheets, Adhesive Sheets, Liquids 
and Penci Is-How to prepare-How to reproduce-White Sol atone Sheets for phantom 
effects-Gray Sol atone Sheets to deepen copy, to add backgrounds. 
CHAPTER 4 TRANSOPAQUE OVERLAYS FOR Ll NE SEPARATION (Color-blind) 
Description of Bourges Transopaque-Why separation is important-Transparent orange 
vs. opaque black-Advantage of Transopaque for line separation overlays-Description 
of the three forms of Transopaque: Standard Sheets, Adhesive Sheets and Liquid-
How to prepare-How to reproduce-Examples of Pre-Separated line techniques-
Illustrations from Coronet magazine-T ransopaque overlays for precision masking. 
CHAPTER 5 COLOTONE OVERLAYS FOR LINE SEPARATION (In Color) 
The difference between Colotone and Solotone-Colotone vs. Transopaque-
Advantages of Colotone for line separation overlays-Forms of Colotone used for 
line separation-How to prepare-How to reproduce-Pre-Separated magazine 
illustration-Pre-Separated color copy with two line overlays-Pre-Separated 
full-color copy with three line overlays-Flat-color separation techn.iques: solid, 
screened. 
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REPRODUCTION 
--------------
LINE 
COPY 
HALFTONE 
COPY 
FILTERS 
DROP OUT 
t SUMMARY 
PHOTOGRAPHIC REPRODUCTION DATA FOR THE :OOURGES PROCESS 
COLDTONE sheets in 50%, 70% and :J-00% values can be photographed as line, 
with proper filters, on Orthochromatic film. 
All COLOTONE values, 10%, 30%, 50%, 70% and 100% can be photographed in 
halftone, on Orthochromatic film, holding all steps and any additiona l 
modeling which has been added with Liquid Colotones a~d modeling pencils~ 
These sheets have no screen pattern and can te copied by continurms tone 
also. 
All filters mentioned are standard Eastma n Kodak filters and can be ob-
tained from your local photographic supply source. 
FOR REDS - No filter is required. However, some photographers prefer 
slowing down their exposure so as to have more control over their tone 
values and prefer using X-1 filter (light green). 
FOR THE YELLOWS M~D GREENS - So far the best res~lts have been obtained 
with a #30 .filter (rose bengel). #49-A and #47 are also good, but require 
longer e:x-posure. 
FOR BLUES - We recommend using a #12 (minus blue). #15 and #16 can a lso 
be used. 
Not only can the relative tone vaJ.ues of COLOTONE flaps be copied faith-
fully with a halftone negative;. but the highlights can be dropped out 
automatically in the camera if the steps below are follcvred: 
1. The artist must be sure to ha ve allowed enough contrast between the 
lightest value of color and the white background,. If reproduction is to 
be made for offset, the lightest value should be our 30% sheet., If 10% 
values are used in art copy for photoengraving the highlignts will have 
to be masked. Our Transopaque ma.sking sheet is ideal for this purpose. 
The Transopaque sheet is also used for combination line and halftone 
c ombination work instead of painting in black flaps. 
2. These flaps should be pla ced over a very white sheet of paper, such 
as Champion Kromekote paper, when they are being photographed., This 
gives added contrast and helps considerably in the dro p out as well a s 
giving complete separation for each color. It is important that t he 
she ets be in perfect contact with the paper when they are being photo-
• . graphed. 
3. The cameraman should give about 3/4 of the halftone exposure he 
would normally give when photographing this type of copy, all.owi.1·1g, of 
course, for the filter factor. 
4. Then the cameraman should remove the halftone screen and give an 
additional short line exposure to choke up the whites with fil ter3 s ti11 
in place. With a little experimenting a proper balance can be achieved 
bei7neen the halftone and line exposure to completely dropout the whitr:: s 
and hold the solids without affecting the dot structure or the rest of 
the tone v alues . 
YHth the filte,rs and film that are now a'ra.ilable, color can be photogr aphed 
just as accuratJely as bl a ck and white by any good halftone camerama :no 
I11STRUCTION 
M.A.NUAL About June there will be published a complete instruction manual on tr.e use 
of these she ets with a s pecial section on r eproduction data. This manual 
will be fully illustrated , in full color, wi th complete how-to-do-it in-
f ormation on all phases of this pro c ess. It will b<; over 150 pages a nd 
cost approximately $5 .00 ~ In order to get the most out of this proeess 
you need a copy of this book. Reserve your copy todcry by sending us 
enclosed card. 

R ELLS 
Surveys and research studies-conducted by newspapers, magazines 
and advertising agencies from coast to coast-have proven this point 
time and again. The use of one or more colors in conjunction with 
normal black-and-white advertising, has more than justified the extra 
production expense through added attention value, greater "pull" and 
overall increased returns saleswise. 
All advertisers naturally prefer color to black and white. Yet, price, 
for the most part, has been the big barrier many firms are unable 
to overcome. The Craftint Multicolor Process now surmounts the price 
barrier-even for small quantity color runs-at production costs less than 
half those of conventional methods. 
What the Craftint Multicolor Process • IS ••• 
Craftint Multicolor permits all Publishers and Advertisers-for the first time-
the free use of effective and economical color, with amazingly striking 
results . Here-after years of experimental research-is the truly versatile and 
simple method by which color can be bought and sold on a four-color 
basis at almost a one-color price! 
With color presses now standard equipment among most metropolitan news-
papers, retail advertisers can employ the one strong selling medium they've 
long awaited .. . COLOR. Offset and letterpress printers, too, can now 
offer their accounts Craftint Multicolor for the bulk of those jobs where, 
until now, color-though essential-has been unobtainable because of pro-
hibitive plate costs. Now-at long last-color becomes a standard advertis-
ing technique and a simple production tool because of the revolutionary 
Craftint Multicolor Process. 
Designed to save at least 50% of all color plate costs, yet permit virtually 
unlimited use of color in most types of advertising copy, The Craftint 
2 
Multicolor Process automatically provides for sepanition and shading. It 
eliminates benday, tint-laying, washcolor, halftone and camera separation. 
Used in sets of three sheets, each Multicolor Board or Film has two "in-
visible" benday screens processed into its drawing surface. The screens 
on each sheet are respectively angled for the red, blue and yellow color plate, 
and are perfectly registered. The screens on each sheet are properly pre-
angled to prevent moire, and allow for color blending in overprinting. In 
use-Multicolor permits a versatile range of dozens of colors-up to 128 
different combinations (with black )-see color chart that follows . 
Craftint Multicolor is the color adaptation of Craftint Black-and-White Double-
tone-long used by advertisers throughout the world as an effective means 
of obtaining better tone reproductions at greater economy and in a faster 
manner. The step-by-step treatment of both Multicolor Board and Film is 
shown in the following pages, complete with color plates in progressive-
proof form. 
•· 
3 DISTINCT MULTICOLOR PROCEDURES ••• 
1 Multicolor Drawing Board-designed pri-marily for engravers and for the production 
of color work in volume. Consists of a series of 
three pre-angled opaque dot and line drawing 
boards on which a non-photographic blue out-
line impression is proofed-from original copy-
for use as a color separation guide. Completed 
boards are actual copy. 
2 Multicolor Transparent Film-for the pre-
paration of overlay color separations used 
in contact printing as either negatives or posi-
tives. Designed for either letterpress or offset 
requirements. 
CRAFTINT MULTICOLOR PROCESS •. • • 
THE FASTEST AND MOST ECONOMICAL METHOD YET KNOWN FOR 
THE PRODUCTION PF FOUR COLOR PLATES 
This method involves the use of Craftint Patented Drawing Boards made especially with benday 
patterns in the proper angles, to enable a maximum number of color combinations. The special 
Craftint Boards used in this process carry an invisible dot and an invisible diagonal line - in 
perfect register on each sheet. 
These dots and lines may be developed independently of one ·another, and the screen patterns 
are processed on the sheets at angles 30° apart to eliminate moire. Multicolor Drawing Board is 
available in 60-line screens at . angles of 45 °, 75 o , 90 ° and 105°. 80-line screen Boards are available 
in 45 °, 75 ° and 105° angles. 
INSTRUCTIONS 
The following instructions give in detail the procedure for using Multicolor Drawing Board: 
Prepare original art work, (also a color black plate. 
sketch), in either line or wash-( a) in line if 
black will not carry shading, (b) in wash if 
gradations or shadings are required. Make a 
plate from this original drawing. This is your 
key or outline plate and is used as your final 
With this key outline plate, pull a light im-
pression in blue ink on 3 separate Craftint dot-
and-line Multicolor sheets. Use Craftint water 
soluble Blue Proofing Ink. Use sheets as re-
J 
3 Multicolor Translucent Film-designed for overlay color separation directly from orig-
inal art. For same-size or reduced reproduction. 
Eliminates outline-impression proofing of board 
method. Is primarily for offset and lithographic, 
also silk screen work where key plate of board 
method would be wasted. 
Sect_ion of Multicolor Drawing Board showing develop-
ment of "Invisible" line or 50% (Dark) Tone with No. 21-A 
Developer. 
Section of Multicolor Drawing Board showing completed 
development of both line and dot patterns. Invisible dot 
or 25% (Light) Tone is brought up with No. 23 Developer. 
Here are three multicolor boards 
ready for the camera. The key plate 
ha' been proofed in blue by the 
engraver and the different tones 
added by the artist. The chart shown 
on pages 6 and 7 of this book was 
used as a guide for tone . values. 
Note-Dead metal, shown on the 
above reproductions, is touted out 
by the engraver prior to printing. 
MethOd No. 1-MULTICOLOR BOARD cont. 
commended and properly angled to represent Yellow, Red and Blue Plates. 
Where all four colors will carry shading (4th for Black Plate), use colors 
at angles indicated here: Black 45 °, Blue 75 °, Yellow go o, Red 105°. 
Where only three colors will carry shading, use Red at 45°, Yellow at 75° 
and Blue at 105°. It is very important that this impression be light blue in 
color, so that it will not be picked up in the photographic operation. Also, 
it must not be too heavily inked, as this may have a tendency to prevent 
Craftint Developing Fluids from penetrating satisfactorily. 
Check color sketch against color chart. Find matching color. Starting 
with the first sheet from which your yellow color plate is to be made, fol-
low the blue outlines of the key impression and wherever solid yellows are 
to appear in the final print, paint in solid with Craftint No. 4 Opaquing Ink. 
Where intermediate yellow tones are desired, apply Craftint Developer 
No. 21-A to the sheet with a clean, well saturated brush. This will bring up 
the invisible LINE pattern. Be sure to blot carefully after pattern has been 
fully developed. 
For light yellow tones, use a separate clean brush and with Craftint Devel-
oper No. 23, develop up the DOT pattern, wherever desired. Again-be sure 
to blot the developed areas and remember you MUST use a separate brush. 
Following the above instructions, you now have complete copy, with 
solids, lines and dots , for your yellow plate. Follow this same procedure on 
the sheets which will represent your red, blue and black plates. You are now 
ready to photograph these finished sheets as straight line copy. 
With camera locked to prevent change in focus, use the four developed 
Craftint Dot-and-Line Multicolor sheets as camera copy, and make your 
negatives for the Yellow, Red, Blue and Black Plates. No filters or screens 
are necessary. Simply shoot as straight line work. 
With these negatives, proceed as usual to make your zinc plates. 
To determine color combinations possible with Craftint Dot-and-Line 
Multicolor Board, study the special Craftint Multicolor Process color chart 
on pages 6 and 7. This chart shows 63 different colors made possible by 
superimposing dots on dots, lines on dots, etc. ( 128 colors are possible 
where black tones are used in combination with colors. ) 
Remember that the Craftint Multicolor Process not only simplifies the making 
of four color plates, but produces them at amazing savings in time and labor. 
CRAFTINT MULTICOLOR PROCESS ••• 
JJiethod 2 . . . Transparent Film 
For the preparation of color separation negatives or positives for contact 
printing. This method involves the use of Craftint Patented Transparent 
Film. Used for overlay separations, each completed sheet becomes finished 
copy for either letterpress, offset or silk screen reproduction. Also serves as 
a positive for deep etch offset reproduction. 
Transparent Film is also available in line and crosshatch pattern for use 
by lithographers and engravers as a negative. 
The following instructions give in detail the procedure for using Craftint 
Transparent Film: 
Prepare your original drawing in black and white and in normal manner, 
(a) in line if black will not carry shading, (b) in wash if gradations or shad-
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ings are required. Also prepare a color sketch. Be sure to include registra-
tion marks as part of your original art work. 
Make a key plate from your original drawing. This will be used as your 
final black plate. With this key plate-pull a black proof on a transparent 
plastic sheet such as cellulose acetate or vinyl for accmate registration. 
Attach individual Multicolor Transparent Film Sheets to your original 
copy, making certain registration marks line up. Use sheets as recommended 
and properly angled to represent the yellow, red, blue and black plates. 
Where all four colors will carry shading, use colors at angles indicated here: 
black 45°, blue 75°, yellow go o, red, 105°. Where only three colors will carry 
shading, use red at 45 o , yellow at 7.5 ° and blue at 105 o . 
DY 
Dot Yellow 
LV 
Line Yellow 
SY 
Solid Yellow 
DB 
Dot Blue 
LB 
Line Blue 
58 
Solid Blue 
DR 
Dot Red 
LR 
Line Red 
·SR 
Solid Red 
CRJ\FhNi MULTICOLOR PI 
The above ran ge of colors show the color varia ! 
thru the use of M ulticolor solids, dot a nd lin e 
of red, yell ow a nd blue. 
)CESS showing the possible range of colors 
Lnd combin a ti ons obta inable 
in the three prima ry colors 
If tones or shadings a re in corporated in the black a r t work , t·oo- thi s color ra nge 
is extended to l 28 different possible combina t ions of color. 
Check color sketch against color chart. Find matching color. Starting 
with the first film from which your yellow color plate is to be made, follow 
the outline of the original art work and wherever solid yellows are to appear 
in the final print, paint in solid with Craftint No. 4 Opaquing Ink. 
Where intermediate yellow tones are desired, apply Craftint Developer 
No. 21-A to the sheet with a clean brush. This will bring up the invisible LINE 
pattern. Be sure to blot carefully after pattern has developed up fully. 
For light yellow tones use a separate, CLEAN brush and with Craftint 
Developer No. 23, develop up the DOT pattern wherever desired. Again-
be sure to blot the developed areas and remember you MUST use a separate 
brush. 
CRAFTINT MULTICOLOR 
PROCESS-Method 3 
Translucent Film 
This method is primarily for litho-
graphers, advertising departments of 
department stores, silk screen operators 
and all those individual jobs where 
it's inadvisable or uneconomical to 
make an extra (key or proofing) black 
plate, since these sheets are used for 
overlay separations. The following in-
structions give in detail the procedure 
for using Multicolor Translucent Film: 
Prepare your original drawing as 
outlined in Methods 1 and 2. 
Use individual Multicolor Translu-
cent Film Sheets as overlays for mak-
ing color separations. Make certain 
registration marks line up with original 
copy_:then attach the Translucent Film 
overlay to original copy with Scotch 
tape or thumb tacks to hold position. 
Use sheets as recommended and prop-
... 
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Following the above instructions, you now have complete copy, with solids, 
lines and dots for your yellow plate. Follow this same procedure on the sheets 
which will represent your red, blue and black plates. With this finished Multi-
color art work, make. a contact negative. 
With these negatives proceed as usual to make your zinc plates. 
To determine color combinations possible with Craftint dot-and-line 
Transparent Film, study the special Craftint Multicolor Process Chart on 
pages 6 and 7. This chart shows 63 different colors made possible by super-
imposing dots on dots, lines on dots, etc. 
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erly angled to represent the yellow, red, blue and 
black plates. Where all four colors will carry shad-
ing, use colors at angles indicated here: black 45°, 
blue 75°, yellow 90°, red 105°. Where only three 
colors will carry shading, use red at 45 °, yellow at 
75° and blue at 105°. For more accurate color sepa-
ration of intricately detailed copy-too opaque for 
light table visibility-prepare a photographic posi-
tive, and use in place of original art. 
Starting with the first sheet of Multicolor Trans-
lucent Film-from which your yellow color plate 
is to be made-follow the outline of the original 
art work and wherever solid yellows are to appear 
in the final print, paint in solid with Craftint No. 
4 Opaquing Ink. 
I 
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Where intermediate yellow tones are desired, 
apply Craftint Developer No. 21-A to the film with 
a clean brush. This will bring up the invisible LINE 
pattern. Be sure to blot carefully after line pattern is 
completely developed. continued on page 10 
Illustration on page 8 shows color print of completed yellow 
plate originalllf separated on 90° Multicolor Translucent Film. 
Illustration to left shows color print of completed blue plate 
originally separated on 75° Multicolor Translucent Film. Il-
lustration above shows color print of completed red plate 
originally separated on 105° Multicolor Translucent Film. All 
illustrations are reduced 1/3. , 
For light yellow tones, use a separate CLEAN brush and 
with Craftint Developer No. 23 develop up the DOT pattern 
wherever desired. Again-be sure to blot the developed areas 
and remember you MUST use a separate brush. 
Following the above instructions, you now have complete 
copy, with solids, lines and dots, for your yellow plate. Fol-
low the same procedure on the sheets which will represent 
your red, blue and black plates. Make certain each of these 
sheets register with your original art work. Then, you are 
ready to photograph these finished , developed sheets as straight 
line copy. 
The black and white art is done in line as shown at right. All color tones 
in this case would be obtained by the making of solids and tones on the 
color multicolor boards. 
10 
With camera locked to prevent change in focus, use the four 
developed Craftint dot-and-line Multicolor sheets as camera 
copy ·and make your negatives for the yellow, red, blue and 
black plates. No filters or screen are necessary. Copy can be 
shot for same-size reproduction, or may be reduced as required. 
With these negatives, proceed as usual to make your zinc plates. 
To determine color combinations possible with Craftint dot-
and-line Translucent Film, study the special Craftint Multi-
color Process color chart on pages 6 and 7. This chart shows 
63 different colors made possible by super-imposing dots on 
dots, lines on dots; etc. 
Illustration at left shows same art as prepared in wash. Care must be taken to 
keep tones light especially where they over-print other colors. 
Illustrat1'on at right shows complete 
!,.-color reproduction, reduced one-
third, of artcopy prepared and sep-
arated by the Crajtint M ulticolor 
Translucent Film method, using a 
wash drawing as original art. 
This same 4-color reproduction can 
also be duplicated with either of the 
other two M ulticolor Procedures. 
ADAPTABLE TO MANY USES ••• 
Craftint Multicolor offers you unlimited use of color in all types 
of printed material such as: 
Retail newspaper advertisements, pulp and trade magazine adver-
tising, direct mail pieces, sales literature and promotional aids, 
fashion patterns, children's books, calendars, tablet covers, catalog 
sheets, instruction manuals, comics and hundreds of other uses 
where color is essential and cost is a limiting factor. 
Craftint Multicolor Process gives Artists, Advertisers, Engravers , 
Publishers and Silk Screen Operators a more flexible and versatile 
use of color on jobs where economy and speed determine whether 
color can be used at all. 
COMPARE COSTS FOR YOURSELF 
We'd welcome the opportunity of working with you toward a 
more economical use of color in your own production. Sample Sets 
of Multicolor Drawing Board or Translucent Film-together with 
necessary accessories and complete instructions-are available free 
on request. Let us help you utilize Multicolor for the greater econ-
omies, faster production and improved color work it offers. For 
further information simply write The Craftint Manufacturing Company, 
East 152nd and Collamer A venue, Cleveland 10, Ohio. 
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